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NOTE OF THE SERIES EDITOR 


The present volume is part of a series of proceedings of the XV world congress of the 
International Union for Prehistoric and Protohistoric Sciences (UISPP / IUPPS), held in 
September 2006, in Lisbon. 


The Union is the international organization that represents the prehistoric and protohistoric 
research, involving thousands of archaeologists from all over the world. It holds a major 
congress every five years, to present a “state of the art” in its various domains. It also 
includes a series of scientific commissions that pursue the Union’s goals in the various 
specialities, in between congresses. Aiming at promoting a multidisciplinary approach to 
prehistory, it has several regional or thematic associations as affiliates, and on its turn it is a 
member of the International Council for Philosophy and Human Sciences (an organism 
supported by UNESCO). 


Over 2500 authors have contributed to c. 1500 papers presented in 101 sessions during the 
XV" world Congress of UISPP, held under the organisation of the Polytechnic Institute of 
Tomar. 25% of these papers dealt with Palaeolithic societies, and an extra 5% were related 
to Human evolution and environmental adaptations. The sessions on the origins and spread 
of hominids, on the origins of modern humans in Europe and on the middle / upper 
Palaeolithic transition, attracted the largest number of contributions. The papers on Post- 
Palaeolithic contexts were 22% of the total, with those focusing in the early farmers and 
metallurgists corresponding to 12,5%. Among these, the largest session was focused on 
prehistoric mounds across the world. The remaining sessions crossed these chronological 
boundaries, and within them were most represented the regional studies (14%), the 
prehistoric art papers (12%) and the technological studies (mostly on lithics — 10%). 


The Congress staged the participation of many other international organisations (such as 
IFRAO, INQUA, WAC, CAA or HERITY) stressing the value of IUPPS as the common 
ground representative of prehistoric and protohistoric research. It also served for a relevant 
renewal of the Union: the fact that more than 50% of the sessions were organised by 
younger scholars, and the support of 150 volunteers (with the support of the European 
Forum of Heritage Organisations) were in line with the renewal of the Permanent Council 
(40 new members) and of the Executive Committee (5 new members). Several Scientific 
Commissions were also established. 


Finally, the Congress decided to hold its next world congress in Brazil, in 2011. It elected 
Pe. Ignacio Shmitz as new President, Luiz Oosterbeek as Secretary General and Rossano 


Lopes Bastos as Congress secretary. 


L.O. 
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INTRODUCTION 


Fernando COIMBRA 
Institute Land and Memory — Center for Superior Studies (Macao, Portugal) 


Léo DUBAL 


Virtual Laboratory for Archaeometry, France 


Session WS 34 was dedicated to several kinds of symbols 
which appear in rock art of different parts of the world. 
Their interpretation usually bring unpalatable difficulties 
to the one who tries to decipher their meaning(s). Some 
researchers believe that those difficulties are too large to 
be dealt with, while others tend to imagine too far 
subjective meanings. Our point of view attempts to stay 
between those two extremes, based on the conviction that 
scientific conclusions of their interpretation are possible 
most of the time. In this respect, it is most important to 
notice that some symbols do not only appear in Rock Art 
but also on pottery, metal works or other artefacts and 
even on monuments. This presence on other materials 
may be a leading thread to analyse how a symbol “works” 
and then allow to get near its meaning. 


As Mircea Eliade used to say, “The danger of the studies 
about symbolism lays on hasty generalization’. This 
researcher pointed out the importance of symbolism in 
primitive thinking and its fundamental role in the life of 
traditional society. Since Rock Art is the oldest archive of 
Mankind activities, it is of prime importance to better 
understand the cognitive abilities of our ancestors through 
the symbols that they carved onto the rocks. Thus, the 
coordinators suggested, among other examples, the call 
for papers about symbols like the pentagram, spiral, 
labyrinth, footprint, hand, pubic triangle, cupmark, 
concentric circles, “horseshoes”, cruciform, “shovel”, 
snake and bull horns, having some of them an amazing 
revival in the Middle Ages and even after. Some called 
out the attention of the authors, who presented their 
conclusions through interesting papers. It was the case of 


the handprint and the footprint, presented by L. Dubal, the 
pentagram, by F. Coimbra, the bull horns, by G. 
Dimitriadis, the cupmark and the circles by T. Meaden, 
the labyrinth and the spiral, by J. Galovart, while N. 
Ribeiro presented new discoveries in the valleys of the 
Portuguese rivers Alva and Ceira, involving symbols like 
cupmarks and channels, spirals, concentric circles and 
footprints. 


Some authors suggested different symbols to be studied, 
like the net-pattern and ruled rectangles, presented by A. 
Zavaroni, the lozenges associated with spirals, in a second 
paper by T. Meaden, and the faceless anthropomorphic 
symbols in the session’ s openning paper by L. Dubal. 


After the last presentation there was still time for a very 
positive discussion between the authors and_ the 
assistance. For example, it was considered the male- 
female duality of some symbols such as bull horns, left/ 
right spirals and labyrinths. It was suggested, for a future 
workshop, a study about the sexual gender of some 
symbols in relation to their context. It was noticed that 
important symbols like the “horseshoe”, cruciform, 
“shovel” and snake didn’t deserve the attention of the 
participants. Let’s hope that they can also be discussed in 
future workshops about symbolism in rock art. 


Finally, two papers were not presented, because the 
authors couldn’t attend the Congress: Circles with 
cupmarks: in search of a possible meaning, by Giancarlo 
Sani and The symbolism of the footprint in Liguria (Italy), 
by Carmelo Prestipino. 


The Coordinators 


FACELESS ANTHROPOMORPHIC SYMBOLS: 
THE SHIFT FROM MEN TO GODS 


Léo DUBAL 
Virtual Laboratory of Archaeometry — dubal @archaeometry.org 


Abstract: Until Neolithic Era, faceless anthropomorphic symbols seem to refer to human, and faced or masked figures to refer to 
gods. Later, with the emergence of individuality, the situation is reversed, Gods lose their face while Human win one. 


Keywords: anthropomorphic figure, faceless gods, individualism 


Résumé : Jusqu’da l’ére Néolithique, les symboles anthropomorphes sans traits faciaux semblent représenter des humains, alors que 
ceux avec un visage ou un masque représenteraient des dieux. Plus tard, avec l’émergence de l’individu, la situation est renversée : 


les dieux perdent la face et les humains prennent visage. 


Mots clés : figure anthropomorphe, dieux sans visages, individualisme 


The heritage of Palaeolithic Era, in terms of human face 
representation, is sparse. Two major samples, 27 kiloyears 
old, are an ivory carved head (see Fig. 1.1) and a roughly 
sketched face, engraved in rock, recently found in 
Airvaux cave (see Fig. 1.2). 


An interesting point is the total disappearance of the face 
on the Gravetian “nurturers”, from the two main Quercy’s 
caves, Pech-Merle (see Fig 1.3) and Cussac (see Fig 1.4). 


It is as if the importance of the social role was preventing 
to attribute an individuality to human beings. 


It is only much later, in late Neolithic times, that the face, 
using, at the beginning, the most anonymous grapheme 
(cup-mark), appears in open-air rock art engravings, as in 
the Cévennes’ La Gardette (see Fig. 1.5). 


Early statue-menhirs from Rouergue (see Fig. 1.6) and 
Liguria (see Fig 1.7) are mouthless, testifying for the 
presumably marginal role played, in those days, by verbal 
expression. With the combined development of metal 
craftsmanship and narrative skill, ears representations will 
appear, e.g. in Corsica (see Fig 1.8), and mouth, e.g. in 
the Andean altiplano (see Fig 1.9 and 1.10). With the 
representation of metallic artefacts, the orality can be 
clearly established, e.g. in Northern Ireland (see Fig 1.11) 
and Corsica (see Fig 1.12) 


As a last example, this time in open air rock art in 
Northern China, is the combination of a complete face 
representation with a labyrinth (see Fig 1.13). 


With the gain of individuality in human representations, 
one observes then a shift of anonymity toward god 
representations in rock art, e.g. in Libya (see Fig 1.14), 
Egypt (see Fig 1.15) or North Eastern Argentina (see Fig 
1.16 — 1.18). 


A cue for the weird shape (and its age) of the Omaguacan 
figures is provided by the medallion on the chest of Fig. 
1.18. The “angel” in the private Catholic Church of the 
city of Yavi (see Fig. 1.19) has just the same...but also 
the same tunic, and same thin legs. 


We are tempted to consider the “Amarnian Heresy’, as 
the turning point in human representation. Pharaoh 
Akhenaton is no longer represented by his social role only 
(see Fig. 1.20). He is depicted with his own physical 
characteristics (Froehlich syndrom, etc). 


Short time after Akhenaton, the Assyrian King Tukulti- 
Ninurta I (1244-1208 BCE) is depicted, kneeling in front 
of an invisible god (see Fig 1.21). The shift is now 
completed, and depicted on a single rock engraving, in 
what could be considered as the 1 cartoon. 


In a final symbolic step, even simple human beings, of 
course still carrying their social role, have gain the right 
to have a face, their own face, as exemplified by the terra- 
cotta warriors in Xian (see Fig 1.22). 
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Fig. 1.1. Ivory head Fig. 1.2. Sketched face Fig. 1.3. Gravetian faceless 
from Dolni Vestonice from Airvaux photo DRAC nurturer facing right 


Lh. 
Fig. 1.4. Gravetian Fig. 1.5. Open air anthropomorph Fig. 1.6. Mouth less 
faceless nurturer facing left (tactigraphy) Lady of St Sernin 


Fig. 1.7. Mouth less Fig. 1.8. Listening ear in Corte Fig. 1.9. Tihuanaco 
Lady of Pontevecchio 
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Fig. 1.10. Tafi del Valle Fig. 1.12. Standari 


Fig. 1.13. Helanshan Fig. 1.14. Faceless anthropomorphic Fig. 1.15. Faceless 
god in Anou Maquaren anthropomorphic ankh symbol 


Fig. 1.16. Faceless God Fig. 1.17. Faceless god Fig. 1.18. Faceless god with 
in Talampala in Sapagua medaillon in Inca Cueva #1 
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aay 


Fig. 1.19. White god in early Fig. 1.20. Nefertiti and Akhenaton Fig. 1.21. 1“ cartoon: visible 
colonial church of Yavy kneeling king in front of 
an invisible god 


Fig. 1.22. Xi’an warriors 


THE PENTAGRAM IN ROCK ART: 
SOME INTERPRETIVE POSSIBILITIES 


Fernando Augusto COIMBRA 
Institute Land and Memory — Center for Superior Studies (Portugal) 


Abstract: The pentagram, or five pointed star, is a symbol that appears in the rock art of countries like Portugal, Spain, Andorra, 
France, Italy and Austria. There are examples dated from Bronze Age, Iron Age and others from the Middle Ages. Their meanning is 
not always easy to understand, but there are some cases that allow an easier approach to their symbolism. 

In this paper, the author presents some examples of pentagrams in rock art whose associations with other engravings make possible 
their interpretation. He will also consider the presence of this symbol in artefacts like pottery, coins, good-luck charms, shields and 
in monuments like funerary tombstones, and medieval churches, among other examples, because some of these cases help to 
understand better the pentagrams that appear in rock art. 

The survival of this symbol, in the present days, as a charm against the “evil-eye” among Portuguese and Italian paesants, will be 
also considered as a “clue” for the research about the pentagram. 

Keywords: pentagram, rock art, symbolism, good-luck charm 


Résumé : Le pentacle, ou étoile de cing pointes, est un symbole qui aparait dans |’ art rupestre des pays comme le Portugal, 
l’Espagne, Andorre, France, Italie et Autriche. Il ya des examples datés de I’ Age du Bronze, de I’ Age du Fer et d’ autres du Moyen 
Age. Leur significat n’ est pas toujours facille de comprendre, mais il y a des cas qui permettent une approche plus facille a son 
symbolisme. 

Dans cet article, l’ auteur présente de quelques examples de pentacles en art rupestre, dont les associations avec d’ autres gravures 
tournent possible son interpretation. On considére aussi la presence de ce symbole sur des objects comme de la céramique, des 
monnaies, des amulettes, des écus et en monuments comme des stéles funéraires et des églises medievales, entre d’ autres examples, 
parce que quelques de ces cas aident a comprendre mieux les pentacles qui aparaient dans I’ art rupestre. 

La survivance de ce symbole, dans nos jours, comme une amulette contre le “mal d’ oeil” entre des paysans Portugais et Italiens, 


sera aussi considerée comme une “piste” pour la recherche sur le pentacle. 


Mots clés : pentacle, art rupestre, symbolisme, amulette 


INTRODUCTORY NOTE 


The pentagram, pentacle, or five pointed star, is a symbol 
that appears carved in rocks from countries like Portugal, 
Spain, Andorra, France, Italy and Austria’. The origin of 
this motif is difficult to find out, but it appears already in 
pottery from Jemdet Nasr (Mesopotamia), dated from the 
middle of the ITV millenium BC (Mallowan, 1965). Its 
name comes from the Greek word mévtadpa (pentalfa), 
which is composed by zévto (five) and oApa (the first 
letter from the Greek alphabet). This way, the ancient 
Greeks considered that this symbol was formed by the 
union of five aApa. 


Pythagoras and his followers called the pentagram vbysieia 
(hugieia), which is usually translated as “health”, but it 
seems that they interpreted it as “perfect health” 
(physical, mental and spiritual), as a mark of perfection. 
In fact, this symbol appears in a Greek coin from Pitane, 
dated from the 4" century BC, associated with Asclepius, 
the god of health (Vasconcelos, 1918). In the same period, 
the pentagram was the symbol of Jerusalem, appearing 
associated to the inscription YRSLN, the way how this 
city was called in arcaic Hebrew.” 


' It also appears painted in Buddhist rock art in the Far East. But in this 
paper we decided to deal only with European examples. 

? Curiously, in the summer of 2001, we took the oportunity of seeing an 
exibithion of Hebrew archaeology in Toledo (Spain), where there was a 
piece of pottery, precisely from the 4" century BC, with a pentagram 
associated with the word YRSLN. 


In order to understand the meanning of the pentagram in 
rock art is also necessary to consider its presence in 
artefacts like pottery, coins, good-luck charms, shields 
and in monuments like funerary tombstones, and 
medieval churches, among other examples. As it was 
refered on the abstract of this Session WS 34, this 
presence on other materials may be a guideline to analyze 
how the symbol works. Its survival in the present days as 
a charm against the “evil-eye’”, at least among Portuguese 
and Italian paesants, will be also considered as a “clue” 
for the research about its symbolism. 


INTERPRETATION OF PENTAGRAMS 
IN ROCK ART 


The meaning of the pentagram in rock art is sometimes 
difficult to reach, especially when it appears isolated. 
However, when it’s in context with other motifs it’s easier 
to understand, allowing, this way, an easier approach to 
its symbolism. 


The aim of this paper is precisely to present some 
examples of pentagrams whose associations with other 
engravings make possible their interpretation and 
understand, if not the complete meaning, at least how the 
symbol functions. 


In the next two sections of this paper, we present some 
cases of “interpretable” pentagrams, being some of them 
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filiform and others pecked. Some of them are from 
Bronze Age, others from Iron Age and others are 
Medieval or Post-Medieval. 


I - Bronze Age and Iron Age Pentagrams 


Talking with some archaeologists we’ve been noticing 
that they considered all the pentagrams in rock art as 
medieval representations. But that’s surely a mistake, 
because, for example, in Piancogno (Valcamonica, Italy), 
there are pentagrams with more recent engravings over 
them such as weappons, zoomorphic figures, vessels, 
among others, that can be dated, being these five pointed 
stars certainly protohistoric (Priuli, 1991). On the other 
hand, there are pentagrams associated with Bronze Age 
alabards that show a similar patine, seeming this way to 
belong to the same period. 


It must be also refered that the pentagram appears on Iron 
Age pottery from Santa Olaia, Portugal (Rocha, 1905- 
1908) and from Numancia, Spain (Wattenberg, 1963), 
besides other examples from other countries. And if this 
symbol appears on pottery from the [TV millenium BC, as 
mentioned before, it’s not strange at all its presence in 
Bronze Age and Iron Age rock carvings. 


Let’s analyse, then some examples that belong to these 
periods: 


1 — Rock from La Huetre (Las Hurdes, Caceres, Spain) 


In this rock there are pentagrams associated with alabards 
of the type “Carrapatas”, wich origin is in the Early 
Bronze Age (Fig. 2.1). However, one must be aware that 
these artefacts survive along the several stages of that 
period (Sevillano, 1991). The association of this symbol 
with weappons is completely unique in the Iberian 
Peninsula, but in Italy, for example, it appears at Dos di 
Custapeta and at Luine together with swords, axes and 
spears (Ventura, 1996); it’s also present on the Rock 24 of 
Foppe di Nadro (Valcamonica) together with a bow 
and arrow and in Piancogno (Lower Valcamonica), on 


Fig. 2.1. Pentagram and alabards from La Huetre. 
(photo Carmen Sevillano) 


several rocks, associated with spears and with axes, as 
refered in the next example. But before analyzing it, it’s 
important to refer that in Andorra, at Prats de Canillo, 
there are several pentagrams in Roca de les Bruixes (Rock 
of the Witches) that are considered from Bronze Age by 
the several researchers that have studied these engravings 
(Canturri Montanya, 1976; Idem, 1985; Mas, 1977; 
Gomez Barrera, 1992). 


2 — Roca dei Guerrieri (Rock of the warriors), 
Piancogno, Italy 


On this rock there are several filiform pentagrams that 
appear associated with warriors from Late Iron Age, 
being depicted one on a shield and the others near big 
axes (Priuli, 1993). The association of this symbol with 
warriors and weapons, like in the previous example from 
Caceres, may suggest a protection for the war. For 
example, in an Etruscan vessel from Cerveteri, there’s a 
representation of a battle between two ships that have two 
pentagrams in front of them (Bandinelli; Giuliano, 1974: 
Fig.439), certainly as protective symbols. At Campanine 
di Cimbergo (Valcamonica, Italy), there’s a pecked 
pentagram over the head of a big and muscled warrior as 
a kind of protection. In the cave of Eglises Supérieures d’ 
Ussat-les-Bains (Ariége, France) there’s a filiform 
pentagram that touches the foot of an archer from Late 
Iron Age, appearing again this symbol associated with 
warriors. 


At Piancogno, the pentagram appears also associated with 
the depiction of constructions (Priuli, 1993) in Roccia del 
Villaggio (Rock of the Village), seming to have a 
protective role. 


As a personal protection or good-luck charm, this symbol 
appears already on a ring dated from the 6" century BC 
found at Galepsos (Greece) and this tradition of rings with 
pentagrams survives at least untill the 11s" century on 
another example from the Museum of the Byzantine 
Culture, in Thessaloniki, Greece.’ 


It’s also important to refer that this symbol was used on 
military equipment utill very late, as it happens, for 
example, on a Swabian piece of armour found at 
Conimbriga (Portugal), dated from the 5" century AD. 


3 - Peyra Escrita (Written Stone), Formiguera, East 
Pyrenees, France 


This rock has a lot of filiform engravings, from different 
periods, but in its centre, as an evidence of its importance, 
there’s a mask of a possible divinity with a pentagram 
associated (Fig. 2.2). Jean Abélanet (1990) argues that the 
characteristic of the eyes of this mask, with rays, may 
indicate a solar god. In the same rock there’s an 
anthropomorphic figure whose head is a circle with rays, 


> The example from Galepsos can be seen in the Archaeological 
Museum of Kavala, Greece. 
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Fig. 2.2. Pentagram associated with mask. 
(after Abélanet, 1990) 


indicating maybe another or the same divinity (Abélanet, 
1990: Fig. 72). There are also “ladders”, zig-zags, circles 
and more recent motifs. 


The mentioned mask, as the other idol, seem to be 
protohistoric, maybe Late Bronze Age, and so must be the 
pentagram that appears associated with the first one, 
being related with ritual and religion, having an 
apotropaic meanning. This symbolic value can also be 
seen at Sainte Eulalie’s Cave (Ariége, France), where a 
goddess is associated with three pentagrams, having one 
of them anthropomorphic characters (Glory, 1947: Fig. 3). 
This divinity is being worshiped by human figures, 
having one of them a head on his right hand, a ritual 
related to the Celts. So, these engravings from Ariége 
could be from Late Iron Age. 


4 — Coll de la Font Roja (Caixas, East Pyrenees, 
France) 


In this place there’s a pentagram associated with a 
astronomic figure composed by ten rays with a central 
cup-mark and a kind of a tail (Fig. 2.3). Could it be the 
depiction of a comet? The “tail” is triple, as it happens in 
some real comets, which surely were noticed by the 
earliest cultures. In fact there are unambiguous represent- 
tations of comets in rock art, at least since the 7" century 
BC in Valcamonica, Italy. There are also older engravings 
that may depict these astral orbs, but we think that they 
were never studied by archaeoastronomers and so they are 
only possibilities. 


Fig. 2.3. Pentagram associated with astral body. 
(after Abélanet, 1990) 


Anyway, the association of a pentagram with this kind of 
astronomic figure is unique and very interesting. Very 
near this scene, in the same rock, there are three more 
pentagrams around another ten rayed motif, this one 
however without the mentioned “tail”. Jean Abélanet 
(1990) considers it a sun symbol. Could these pentagrams 
depict stars? The interpretation is not easy. However, this 
rock seems to represent an astronomical environment, 
having the pentagrams possibly an apotropaic meanning*. 
There are similar examples of these “suns” with 
pentagrams in the place known as Pla de Vallelles 
(Prunet) allways in the French Pyrenees. 


5 — Laje da Fechadura (Rock of the Lock), Serta, 
Portugal 


This flat rock has an interesting association of two 
filiform pentagrams with two “greek crosses” (with the 
four arms equal). According to M. Green (1991), in the 
European Iron Age, this last symbol was used sometimes 
to represent the sun. So, once more, the pentagram 
appears in a possible astronomic environment with a 
sacred meanning. Another example of this kind can be 
seen at Biniguarda Vell (Menorca island, Spain), where, 
on the wall of an artificial cave, there are two pentagrams 
associated with a swastika (Mascar6 Pasarius, 1953-54), a 
symbol with a celestial origin. 


* In ancient times astronomy and religion had a very close relation. (See 
our article “Cognitive Archaeology, Rock Art and Archaeoastronomy’’, 
presented to session C 52, in this Congress). 
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At Laje da Fechadura, the mentioned pentagrams and 
crosses are also associated with a possible alabard. There 
are other engravings as arrow heads, alabards, “ladders”, 
paralel incised lines, a possible vulva and a typical Bronze 
Age axe, among other motifs (Batata et alli, 2004). 


II —- Medieval and Post-Medieval Pentagrams 


The medieval superstitious mentality considered some 
carved rocks as the work of witches or of the Devil 
himself. This can be seen in the names how some 
engraved rocks are known still today (Coimbra, 2005b). 
For example, in Portugal there’s Rocha das Pegadinhas 
das Bruxas (The Rock of the Witches’ Footprints), near 
Guimaraes and Pegada do Diabo (The Devil’s footprint), 
in Mogadouro, Braganga. In Andorra there’s Roca de les 
Bruixes (The Rock of the Witches) and some engravings 
constitued by incised paralel lines are known as Les 
Onglades del Diable (The Devil’s Nails Marks). In Italy 
there’s Le Ginocchia del Diablo (The Devil’s Knees), in 
Liguria.° This way it’s natural that the medieval populati- 
ons feared some engravings and used some charms against 
the evil. That’s what seems to happen in the next example. 


6 — Lamelas (Ribeira de Pena, Vila Real, Portugal) 


In this rock there’s a big and deep pentagram next to 
much older engravings like circles and other motifs. The 
pentagram may be medieval or post-medieval and maybe 
was carved with the intention of avoiding the possible 
“evil” produced by the engravings. According to S. Rocha 
(1905-1908), after Classical Antiquity this symbol was 
carved on rocks precisely with that intention. 


Fig. 2.4. Pentagrams near house window, 
as protection against evil 


The protective role of the pentagram survived in the 
popular mentality in almost all Europe untill the end of 
the 19" century. People used to mark this symbol by the 
doors and windows of their houses (Fig. 2.4) and also in 


> Personal comunication from Carmelo Prestipino, an Italian rock art 
researcher who lives in that region. 
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the cattle pens to avoid the evil-eye.° Even in Goethe’s 
book “Faust” is mentioned that the pentagram is used to 
avoid evil (Vasconcelos, 1918). 


The Muslims also used this symbol for protection during 
a very long period and, curiously, it’s still present on 
today’s Morocco’s flag. 


7 — Montedor (Afife, Viana do Castelo, Portugal) 


In this place there’s a big and deep pentagram carved on a 
rock near a 17" century fort. The symbol is associated 
with five cupmarks (Coimbra, 2005a: Fig. 9), each one 
pecked between two points of the star, in a way that 
depict good-luck charms from the same period and from 
the 18" century. In these artefacts, instead of cup-marks 
there are little round holes that symbolize the five wounds 
of Christ. We believe that this engraved pentagram is a 
representation of a good-luck charm to protect the soldiers 
from the fort during the war with Spain, from 1640 till 
1668.’ Curiously, in this example, the religious faith in 
Christ appears together with the magical and protective 
power of the five pointed star, in a way of reinforcing the 
charm (Coimbra, 2001). 


One of the reasons that explain the power of the 
pentagram is the popular belief, in several countries, that 
king Solomon used a ring with this symbol.* In fact, in 
countries like Portugal and France the pentagram is 
known as Solomon’s seal.’ 


8 — Laje dos Cantinhos (Rock of the Little Corners), 
Zebral, Vieira do Minho, Braga, Portugal 


In this rock there are some cases of pentagrams, each one 
inside a circle with two Latin crosses. In Medieval 
Christianism the pentagram appears associated with the 
cross, for example, in a bronze bell dated from 1294 that 
belonged to the Church of Santa Cruz (Church of the 
Holy Cross) in Coimbra, Portugal. 


The pentagrams from Laje dos Cantinhos may be 
medieval and are associated with older engravings as 
cup-marks, squares and other geometric motifs. The 
intention of these christianized pentagrams could be the 
same that happens at Lamelas — to avoid evil. Like in 
Montedor, at Laje dos Cantinhos the power of the 
symbol is reinforced by the faith in the Christian Cross. 
The association between the pentagram and the cross 
survives untill the end of the 20" century, at least in 
Portugal and in Spain, in the wooden devices used to 


® This habit survived in small villages, at least in Portugal and in Italy, 
untill the second half of the 20" century (Fig. 2.4). 

’ This fort was constructed in the 17" century, precisely to protect the 
coast line from Spannish attacks. 

* In the beginning of the 20" century, in Egipt the pentagram was 
precisely called khdtam Salaiman — Solomon’s ring (Vasconcelos, 
1918). 

° In Latin — Signum Salomonis — that in popular Portuguese becomes 
sino (sign) saimdo (of Solomon). 
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join two oxes and on other ethnographic artefacts. 
Indeed, still recently, in the popular mentality of Galicia 
(North West of Spain), the pentagram is known as 
Salomoén (Solomon) and has the aim of preserving the 
cattle from the evil-eye and witchcraft (Lorenzo 
Fernandez, 1935). It’s also a magical symbol to protect 
from evil spirits (Idem, 1940). 


Nearby Laje dos Cantinhos there’s the Iron Age Hillfort 
of Outeiro do Vale, the Roman habitat of S. Cristovam 
and the medieval villages of Zebral and Espindo. 
According to L. Fontes (1999), the different engravings 
must be dated since the Iron Age untill the Middle Ages. 


FINAL NOTE 


As we have arlready mentioned, the pentagram in 
European Rock Art spread, in great number, from 
Portugal to the Austrian Alps, meanning contacts and 
influences between several peoples. However is still early 
to understand who influenced who in these filiform 
manifestations. 


Through the examples presented in this article, it can be 
noticed that the pentagram in rock art can have more than 
one meanning: sometimes it’s associated with images of 
divinities, having this way an apotropaic character, that 
happens also when the symbol is carved near astral 
bodies; in other cases, it appears together with the 
depiction of warriors and weappons, having a protective 
role in war; later, in the Middle Ages is used against evil 
and also as a good-luck charm. 


The presence of this symbol on several artefacts and 
monuments shows a surprising survival since prehistory 
untill the present days. In a general way it’s used as a 
protective sign but has also, sometimes, an apotropaic 
character. That’s what happens, for example, among 
Christianism where the pentagram was a symbol during 
the first centuries of this doctrine and must have been 
adopted from pagan times.'° The connection of the 
pentagram with religion seems to be a tradition with 
prehistoric roots that survives untill very late, “officially” 
at least untill the Middle Ages. For example, in this 
period, it appears in a very large number, on funerary 
tombstones and also in some medieval churches, as for 
example in San Bartolomé (Cajion del Rio Lobos, Soria, 
Spain), in the Church of S. Francisco (Oporto, Portugal), 
and in the Church of Olival (Tomar, Portugal), there are 
buried twenty-two Portuguese Templar Masters. 


The Portuguese archaeologist J. Leite de Vasconcelos 
published in 1918 one of the most developed articles 
about the pentagram, with lots of examples and illustra- 
tions. It opens large perspectives of research about this 


' The Christians adopted also other pagan symbols as, for example, the 
swastika that was deeply used in religion untill the end of the Middle 
Ages. 
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symbol, both at archaeological and ethnographic level. 
Indeed, the pentagram’s long history and complexity, 
regarding its appearance on very different artefacts and 
monuments, makes that this paper had only a preliminary 
character, due to limit of pages that always happens in a 
congress. In fact, after a reseach about this symbol that 
started some years ago, we have already a very large 
database that was compiled also thanks to the 
colaboration of good friends and good colleagues. All this 
material was an excellent help and a starting point for the 
research of the pentagram in rock art, trying to find some 
interpretable examples. 
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A CONTRIBUTION TO THE UNDERSTANDING OF SPIRALS AND 
LOZENGES IN THE ROCK ART OF NEOLITHIC BRITAIN AND IRELAND 


G. Terence MEADEN 


Oxford University, Department of Continuing Education, 
Rewley House, Wellington Square, Oxford, OX1, 2JA, terence.meaden @torro.org.uk 


Abstract: Some notable carved examples of spirals and lozenges in the Neolithic rock art and megalithic art of the British Isles are 
analysed. They include examples of spirals and lozenges carved into the same panels as part of a unified composition. The discussion 
leads to an examination in context of left-turning and right-turning spirals plus the principal types of paired returning spirals. The 
importance of the lozenge shape in the imagery of the ancient British and the ancient Irish is exemplified with respect to explanatory 
megaliths in Britain (as at Stanton Drew and Avebury) and at sites in Wales, Scotland and Ireland. It is proposed that in the British 
Isles spirals and lozenges may both have been meaningfully-equivalent symbols of divinity within the belief system of an Earth 
Mother culture. 

Key words: Rock art, Neolithic, spirals, lozenges, symbolism, Avebury, Stanton Drew, fertility religion 


Résumé: On analyse des motifs en spirale et en losange gravés sur des mégalithes et des rochers Britanniques et Irelandais. Parmi 
les cas étudiés il y en a qui sont gravés dans les mémes panneaux d’art. La discussion nous méne a examiner des spirales qui 
tournent dans le sens gauche et droit aussi que les formes principales des spirales accouplés. L’importance des losanges aux images 
se démontre en ce qui concerne des mégalithes explicatifs en Grande Bretagne (comme a Stanton Drew et a Avebury) et aux 
emplacements au Pays de Galles, en Ecosse et en Irelande. On propose que les spirales et les losanges avaient toutes les deux la 
méme signification de divinité dans une croyance d’une culture de Terre Mere. 

Mots clés: Art rupestre, Neolitique, spirales, losanges, symbolisme, Avebury, Stanton Drew, religion de fertilité 


INTRODUCTION 


A universal solution to the meanings of spirals, lozenges, 
circles and triangles in Neolithic rock art and megalithic 
art will always be elusive. The creative sculptors are long 
gone; and the meanings may have varied with region and 
epoch, but specific clans or tribes may at certain times 
have left clues as to what the symbols signified. This 
paper considers aspects of these symbols for the Neolithic 
Age of the British Isles. Accordingly, we begin by 
considering clues offered by the use of lozenge imagery 
in instructive circumstances followed by examples of the 
composite blending of lozenges and spirals in megalithic 
art. 


THE LOZENGE IN BRITISH MEGALITHIC ART = atin 
For much of the British and Irish Late Neolithic and Early Fig. 3.1. Lozenge-shaped megalith (Stone 46) 
Bronze Age lozenges and spirals were abundant as art at Avebury, Wiltshire 


forms or sculpture. Hundreds of examples inscribed on 

pottery or carved into megaliths or rock surfaces are 

known. In some places (e.g. the stone circles of Stanton the Kennet Stone Avenue in which the lozenge stone is 
Drew, Somerset) the ancient British went to enormous paired by a tall phallic-like stone [these are Stones 13 A 
efforts to carve entire multi-tonne megaliths into the and BJ]. In many such cases (not all) little or no effort was 
shape of a huge diamond or lozenge. Elsewhere, some expended to provide these stones with the outlines that we 
peoples were fortunate in finding megaliths having a see now. As regards the standing stones of Fig. 3.2, the 
natural polygonal or lozenge-shape lying in situ, which excavators (Keiller; Piggott, 1936: 420) proposed that 
they used to dignify their stone circles and stone “the squat broad stone exemplifies femininity”, and that 
avenues—as at Avebury, Wiltshire, in the south of _ the stone pair were sexually dimorphic—a proposal that is 
England. Fig. 3.1 (Avebury Stone 46, called the generally accepted. 

“Diamond Stone” weight about 50 tonnes) exhibits a 

typical lozenge shape in which the lowest point of the Many millions of years ago, in the region that was to 
megalith is buried in the ground. Fig. 3.2 is another from become Avebury, sandstone beds overlying the Cretaceous 
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Fig. 3.2. A pair of stones, said to be male and female, 
in the Kennet Avenue at Avebury 


chalk naturally fractured into polygonal shapes, giving 
rise to ‘sarsen’ stones among which some were 4-sided or 
5-sided. These shapes (Figs. 3.1 and 3.2) were sought 
after by the Neolithic farmers, as judged by the trouble 
they took in selecting and in some cases modifying them. 
At the other extreme are the stones of the Stanton Drew 
circles, 80 km west of Avebury, where the rock is 
brecchia. This is a coarse conglomerate comprising small 
angular fragments of cemented calcite and silica that does 
not naturally fracture into any simple form. With great 
difficulty the masons hewed the rocks from a quarry and 
fashioned them neatly into lozenges, like the one 
illustrated in Fig. 3.3. Some powerful motive drove the 
Neolithic peoples to labour diligently when creating such 
powerful imagery related to feminine symbolism. 


Fig. 3.3. A megalith at Stanton Drew, Somerset, 
shaped into the form of a lozenge 


To emphasise the point, consider the vulvar image 
presented in the next figure (Fig. 3.4). This lozenge- 
shaped megalith at a hillcrest two kilometres east-north- 
east from Avebury lies precisely on a May-Day male- 
female or fertility-festival alignment that commences at 
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Fig. 3.4. A fallen stone near Avebury that has 
a vertical groove hollowed into it 


Avebury’s southern stone circle which is centred by a 
phallic Obelisk (Meaden, 1999: Chapters 3 and 4). The 
lozenge-shaped stone has a well-placed medial groove 
hollowed into it. This feature further affirms the stone’s 
claim to femininity. Because the stone has lain fallen for a 
very long time, the vulvar-shaped hollow gets rainwater- 
filled and has been invaded by blood-red algae rendering 
the longitudinal hollow red in colour. Several obvious 
examples of vulvas carved into megaliths are to be found 
in the Avebury region while lozenge-shaped stones are 
spread widely across the Neolithic and Bronze Age of the 
British Isles. 


Standing stones with triangular outline are also common 
in Neolithic landscapes. Often they are positioned as 
single standing stones or as terminal stones to a stone 
avenue or stone row, or are strategically placed at 
Neolithic monuments, inside or outside. One splendid 
example near Avebury displays female breasts (see 
Meaden, forthcoming, for a photograph of this megalith). 
All these examples equate feminine symbology with the 
shape of the triangle, the lozenge and related polygonal 
forms. 


THE SPIRAL IN THE MEGALITHIC ART 
OF THE BRITISH ISLES 


In discussing the meaning of spirals consider the triple 
spirals at Neolithic Newgrange (Fig. 3.5). Starting at the 
centre of any spiral and spiralling outwards—by eye or by 
deploying the left forefinger for this purpose—each spiral 
expands in diameter. For this, the inferred symbolism 
relates to evolution, growth and life, whereas the contrary 
inward flow conveys the idea of dissolution and death 
because inward spiralling leads to a central point at which 
it vanishes. 


Spirals can be left-handed or right-handed. Starting again 
at the centre with the left-hand and spiralling out anticlock- 
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the passage-grave at Newgrange, Ireland 


wise one embraces the figurative world of imagery in 
which left-handedness (sinistra, gauche, esquerdo, can- 
hoto equating to sinister, awkward, unskilful, cackhanded 
in modern European languages) betokens femininity. On 
this basis for outward spiralling, a right-handed clockwise 
spiral (destra, droit, direito meaning right, dextrous and 
skilful) typifies masculinity. 


Consider next the sculptural characteristics of the series of 
megaliths in Figs. 3.5 to 3.8. Note that all the spirals are 
left-handed for anticlockwise outward motion and the 
suggestion of femininity. 


The famous triple-spiral art-form (Fig. 3.5) from 
Newgrange comprises three left-handed spirals—arguably 
feminine such as may represent the traditional aspects of a 
triple female deity: maiden, mother and aged woman. It is 
the same with the vertically-arranged triple spirals from 
Clear Island (Ireland) (illustrated at the right in Fig. 3.6) 
whereas the megalith from Seefin (Ireland) bears three 
carved lozenges (Fig. 3.7). The suggestion is that 
feminine triple lozenges, like triple spirals, denote triple- 
femininity—the former much easier to engrave while 
specifying the same message, compared with the greater 
skill needed for carving sets of spirals. The concept of 
equivalence between spiral and lozenge is reinforced by 
studying the detail of the art from Barclodiad y Gawres in 
Wales (Figs. 3.6 and 3.8). On one stone the pattern 
revolves about two left-handed spirals and a lozenge. On 
the other there are two lozenges and a left-handed spiral. 
All four images considered together, we see that the triple 
lozenge has, step by step, replaced the triple spiral. 


CONJOINED SPIRALS 


When spirals of different handedness meet, the result can 
be like that illustrated in Fig. 3.9 (refer to the upper part 
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Fig. 3.6. (Left). A megalith from Barclodiad y Gawres 
(Anglesey) with a carving depicting two lozenges 
and one left-handed spiral. (Right). A megalith from 
Clear Island, Ireland, depicting triple left-handed spirals 


0 


0.5m 


Fig. 3.7. A megalith from Seefin, Ireland, 
with engraved triple lozenges 


of the carving from a lintel stone at Pierowall, Orkney). 
Here a left-handed spiral meets a right-handed spiral in 
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Fig. 3.8. A megalith from Barclodiad y Gawres with 
a carving of two left-handed spirals and one lozenge 
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Fig. 3.9. Lintel stones from Pierowall, Orkney, 
showing a union between spirals of opposing 
senses (arguably male and female), possibly 

expressing the idea of the Marriage of the Gods 
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simple union. There are numerous similar examples in the 
rock art and megalithic art of the British Isles. This union 
of oppositely-handed spirals—arguably expressing the 
two genders of the divine—may equate to the well-loved 
concept of divine marriage, a forerunner of the hieros 
gamos between Earth Mother and Sky Father as well 
attested and documented for classical Greece. 


The final illustration (Fig. 3.10) illustrates the merging of 
two spirals having the same handedness and offers the 
aspect of continuous unending motion between the two 
spirals. This piece of art from kerbstone K67 at 
Newgrange faces the direction of midsummer sunrise. 
The message can be read as indicating a steady, unending 
repetition of the cycle of birth—growth—maturity: 

decay—death—trebirth. 


Fig. 3.10. Kerbstone K67 at Newgrange showing 
the union of two right-handed spirals 


This is also what one finds when contemplating the cycles 
of the seasons through the year: 


(1) the winter solstice, birth 

(2) the lengthening days, growth 

(3) the summer solstice, maturity and turning point 
(4) the shortening days, decay 


and again (1) the winter solstice rebirth 


And of course the same may be said for the cycle of life: 
of crops, of animals, of humans. 


CONCLUDING REMARKS 


It is proposed that the interplay of spirals and lozenges in 
the Neolithic rock art of the British Isles can be 
interpreted as symbols of divinity and holiness within the 
belief system of an Earth Mother culture. Typical 
examples of carved left-handed spirals and lozenges are 
shown that can be explained in terms of female sacred 
imagery. 
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Analyses include the examination in context of left- 
turning and right-turning spirals together with the two 
types of paired returning spirals, one of which can be 
related to the universal concept of Sacred Marriage or the 
Marriage of the Gods (as would be deemed to happen 
between Earth Mother and Sky Father for the good of the 
fertility of the tribe). 


The simple symbols, although here discussed for the 
British Isles, appear worldwide and are found in later 
times on all kinds of medium: especially pots, wood, 
fabrics, gold and other metals, but they survive best on 
stone. This author suggests that they began as spiritual 
symbols, and they identified the medium or stone, or 
place or person, as holy within the religion of the time 
when first used. As the ages passed, some of the symbols 
continued in use by descendant peoples but eventually the 
original meanings and purposes became unclear if not 
lost, and acquired other meanings or simply assumed 
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decorative qualities. Certainly it is important for archaeo- 
logists, anthropologists, symbologists and_ religious 
historians to cooperate in seeking to explain the meanings 
of images and symbols as they were viewed and 
understood by early peoples practising the early religions. 
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THE BULL HORN SYMBOLISM IN DIONYSUS CULT AS COMING OUT 
FROM THE PREHISTORIC ROCK ART ICONOGRAPHY 


George DIMITRIADIS 
HERAC, Philippi — Greece, g.dimitriadis @ herac.gr 


Abstract: For primitive and prehistoric societies mythology founds culture. In this sense the culture of bull was born in the Upper 
Palaeolithic time and spread around the Mediterranean area: evidences are present by rock paintings. The demon of the forest 
called Dionysus, which frequently represented as a shaman in a lot of cave paintings, on pottery decorations handling a bend 
alpenstock, is also the demon of fertility for the pastors and the beekeepers. If we consider these images as shamanistic elements is 
clear that the Dionysus is the bull spirit. 

Keywords: bull, Dionysus cult, mythology, prehistoric rock art 


Résumé : Pour les sociétés primitives et préhistoriques la mythologie fonde la culture. Dans ce sens la culture du taureau a été 
soutenue dans le Paléolithique supérieur et diffuse autour du secteur méditerranéen: les évidences sont présentes par des peintures 
sur roche. Le démon de la forét appelé Dionysos, qui est fréquemment représenté en tant que shaman dans beaucoup de peintures de 
caverne, sur des décorations de poterie manipulant un alpenstock de courbure, est également le démon de la fertilité pour les 
pasteurs et les apiculteurs. Si nous considérons ces images comme des éléments shamanistes, il est certain que le Dionysos soit 
Vesprit de taureau. 

Mots-clés : taureau, culte de Dionysos, mythologie, art rupestre préhistorique 


GROUND gives them Darkness’s (Nyx) according to the Orpheum 
story. Jung supports that when the mind explores the 
Non-literature and tribal societies make use of mythology symbol, that is the shape of the archetype, it comes too 
and mythological tails not only as narrative stories counted with the world of the ideas that are beyond the 
although as living reality shared by social group. In this _ abilities ration them. The colouring shapes moreover have 
sense mythology founds culture. Found not the causes — the same function and they concur us to exceed such 
aitiov — but principles — apyai. So, could be assert that — limit. 
myth, throughout its continuous repeated action modi- 
fying the form remains eternal and timeless. In the desert of Gobustan in Azerbaijan, bull engraved 
figures, which belong to the cultural horizon of the 
Hunters, conserve western stylistic elements (enough to 
A FIRST PARADIGM think next to the conceptual similitude with the 
Palaeolithic art of the western coves, brace bison-horse). 
According to the famous anthropologist and philosopher They are animal representations of great ransom in 
Leo Frobenious (1998:192) “Bull culture’ was well naturalistic style that bring back to the advanced 
spread around the Mediterranean Sea [Fig. 4.1]. Palaeolithic, when the man is inclined to a carnivorous 
Testimony are still today the various archaeological diet and for this he has need to put itself in harmony — to 
evidences such prehistoric paintings from South Spain make a pact with its totem — with the wild nature of the 
and France, Italian and Balkan peninsula, Black Sea area hunted animals. Such figures are overlapped to the 
(Azerbaijan), Mesopotamia, Middle-East, Egypt and — steatopygious matron, so-called Palaeolithic Venus. 
Sahara desert (rock art of Acacus mountains). Same 
extension probably was covered by vineyards and olive 
trees. Indeed, iconographic details from Naxos (Sicily) TAURUS IS DIONYSUS? 
annotate how wild vineyards were coiled around the trunk 
of olive trees. In effects, the artistic production in the caverns offers us 
of the splendid oil cakes driven in recorded or colours to 
The Catambria Taurus, beyond to being similar to that you like that one in the Cavern du Volp in Ariége. From 
one of Altamira, is painted on a full of rocks part, the first moment it seems chaotic the complete 
intentionally following the course of the natural shapes. penetration between bison’s, horses and_ reindeers, 
Moreover, the fact to be painted with red ochre elements that have played important role between 
understanding like blood flow that comes down from the Aurignacian and European Magdalenian, nearly 20,000 
nostrils (shaman character) and with the back traced years ago. Lend greater attention one can also be caught 
online continuous without interruption, it sends back to a glimpse hybrid figure to the centre of the scenography 
one amazing artistic ability in using the charcoal. The (half man, animal half): is the shaman. In fact, the 
choice of the colours is not accidental: the black one is the prehistoric caves were attended in the initiation 
colour of the cosmogony principle before the division ceremonies of the new members of the tribal clan 
between Chaos (Xdoc = that that is opened wide) still because thought sanctuaries. 
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Civilta del toro selvaggio dal paleolitico superiore. 
CiviltS del toro domestico nella tarda eté dellu pietra e nella storia antica. 


Fig. 4.1. Extension Bull cult around Mediterranean Sea (after Frobenius, 1998) 


The procession of the bovines is surpassed from one great 
anthropomorphic figure. The position of the feet, is not 
accidentally found, to replace the genital member them of 
the first bovine and according to foot nearly it gets 
confused with the bovine horns that follows. In effect, 
such representation resorts frequently in the Palaeolithic 
iconography, speaks about the masked man (the most 
oldest mask was made by the reindeer horns, found in 
Hohen-Germany and coming out form a maglemosian 
strata). 


They are the spirits of the forest that we can also called 
“Palaeolithic Pan” (a first graft with Dionysus) that holds 
in one hand probably a musical instrument. The demon of 
the forest often holds in hand also a curved stick, symbol 
of regeneration. In the same moment they are also 
daemon of the fertility, protecting of the breeders and the 
bee-keepers. If, instead, we put the accent on its qualities 
of witch, then initiate dance to the inside of the cave, 
becomes humid and dark, simulation of great Goddess 
mother womb. Zeus is been born in a cave accompa- 
niment by the dancing din of Curette and Dactylic, 
Dionysus is not other that a Taurus God, and sometimes is 
transformed in Taurus). In this dramaturgic scenography 
the action of acknowledgment of our nature, of our limits 
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and potentiality is mediated from one mask worn descent 


or. The communication with the afterlife happens 
throughout contamination between the sacred and 
profane. 

A last consideration on these images is_ the 


superimposition in completion of Taurus horns with those 
of the reindeer in Cueva de la Vieja, de Alpera in Spain 
[Fig. 4.2; cf. Beltran 1968: 230 Lamina X]. That makes us 
to suspect a symbolic tie between reindeer and Taurus, 
being brought back us to consider the vision of the 
symbolic world that it reaches from the sink of the 
archetypes, through bi-logic modalities. This logical 
typology is typical of the Prehistoric mentality as 
moreover I have tried to clear for a year to this part with 
communications, founded on the possibility that it has the 
human mind to represent the paradoxes: for which the 
prehistoric man (and quite that medieval one) that it reads 
the images succeeds to consider contemporaries 
phenomena that in nature are not such [Dimitriadis 2003]. 


In effect, a deeper level of truth exists where both the 
phenomena are grafted. Only small opening that we have 
for probing is the analysis and the correct interpretation of 
the mythological story. The topic of the horned masks is 
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Fig. 4.2. Cueva del Veija, de Alpera (after Beltran Martinez, 1968) 


recurrent in the ethnic artistic production of Asia, Africa 
and the Americas. The power of the horns is focused in 
their abilities to reform itself of renascence. Therefore, the 
horns of the red deer they evoke just this quality. In fact, 
in the reconstruction in terracotta of a sanctuary where 
venerate the God Taurus, to Cyprus is obvious the 
presence of the horns as divine epiphany. Similar 
situations are found to Catal Hiiyiik in Anatolia, where 
inside of a Neolithic house, the Taurus head surpasses the 
fireplace in the house. In proximity of summer solstice a 
bundle of light it illuminates the Taurus horns, suggesting 
to us sacrifices and rituals in devotion to the Taurus, God 
of the goodness; other times bound together to lozenge, 
stencil hands prints coloured red (colour of the life as 
blood) and black (colour of the fertility as the earth) or 
one honeycomb net. 


ARCHAEOLOGICAL EXAMPLES 


In three various places (Sardinia, Crete and Sweden), an 
only motive (statuette and eardrops having Taurus horns 
shape) expresses the same and identical mentality: that 
one of the “cult” horns (looks like to moon scythe), 
symbol of penetrating force and fertility. We find 
ourselves in front of able cultures systematically to think 
the truth for means of the divine epiphany. When instead, 
we speak about the shape of horns in terms of bucrane, as 
the things are introduced us on the full of rocks panels of 
the Bego Mount [Fig. 4.3; cf. Lumley de 1995], then the 
situation becomes much more interesting. 


We can suggest that in the ancient cultures the symbolism 
of the bovine is closely legacy to the fertility and the 
fecundity, because comes identified with the Goddess 
Mother. In cosmogony mythologies the bovine plays the 
role of primitive entity and participates with just the 
sacrifice to the creation of the world, auguring prosperity 
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and abundance. In agriculture-pastoral societies, the 
possession of bovine cattle distinguishes tribe chief from 
the rest of the people. The underworld reasons of the 
bucrane are found also in the megalithic tombs (like 
Ziischen, Hessen in Germany) where they are associated 
to zigzags motives (element that often indicates sliding of 
the waters) or with of snakes (other cosmogony and 
primordial symbol that indicate regeneration of the life). 
The bucrane are often associated to ploughing. 


Some bucrane have a shape vaguely scalariform [Fig. 
4.4]. That, we door to consider a fundamental aspect in 
their usefulness: a scale to double sense allows us to 
communicate with the sky and with the earth. A human 
figure recorded on Valcamonica cliffs (National Park of 
Nacquane) holds in one hand the ends of a loop scale 
shape. In this dimension it is spoken about the possibility 
that it has the shaman to be connected with up spaces 
(sky, sun) and low spaces (earth, water, underworld) in 
the search of a deeper and mysterious acquaintance. In a 
successive moment indicates also the climb and the 
reduction from the expressed sacred tree like in the ritual 
of the Australian tribes of Arunta. The wood pole is the 
symbol of the universal substance. Obviously, the same 
function of communicative flies with the divine register or 
the underworld they acquire also the reindeer horns, 
interchanging animal with the Taurus, through an 
operation of archetype isomorphism [Dimitriadis, 2004]. 


In rock art iconographic evolution bucrane support 
cultural halberds or axes, symbol of the regale and divine 
power. 


The axe in these cases is transformed in cult artefacts: 
celestial and solar axe. The action to raise the axe towards 
the sky (in sure cases the unsheathed sword action) re- 
enters in one symbolic-ritual vision. We remember finally 
the action to place, a culture constant above all Bronze 
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Fig. 4.3. Bovide figures engraved in Mount Bego cliffs. Late Chalcolithic-BA1 
(after Lumley et allii, 1995) 
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G. DIMITRIADIS: THE BULL HORN SYMBOLISM IN DIONYSUS CULT AS COMING OUT FROM THE PREHISTORIC ROCK ART ICONOGRAPHY 


Vir lg Ws AY OGY rw 


Fig. 4.4. Collection of scalariform bovine figures presented on Mount Bego 
(after Priuli, 1991) 


Age, the crews (axe/halberds, daggers, swords) in the 
water; in proximity of rivers or needles (reminiscence of 
similar rituals is found in the Palaeolithic). The more 
effective crews forge themselves employing the 
primordial forces of the nature: fire and water, beyond to 
the activity of extraction of minerals of the earth entrails. 
We have recently marked an ethnologic reply near the 
Kalash tribes in the western part of the Afghanistan along 
the Hindu-Kush mountain chain. Towards the spring 
beginning, all gather the Kalash clans, and the old ones 
sing in circle. Oldest than they it raises the hieratic stick 
supported to the genitals recalling them ancient gestures 
[Fig. 4.5; cf. Matsagos, 1997: 93] as relieves us the 
Chalcolitic statue-stele in Valtellina (Caven 2, male 
typology, III Al). The same iconography comes in 
resumption in a second statue-stele and it introduces us in 
a theme close to the bulls employ in agricultural activities, 
as that one of ploughing and threshing. 


Ploughing scenes are attested on the statue-stele in 
Valcamonica (Bagnolo 2, male typology, III Al) where 
the artist picks the propitiatory action of seeds made 
jointly from the man and the Taurus. 


CONCLUSIONS 


Ethnological replies confirm copulation rituals, on the 
edge of the field before ploughing evoking fertility and 
abundance. The topic is immense and sends back to the 
sacred hierogamy. Quite in Rig-Veda the triple division of 
Fig. 4.5. Kalash tribes chief, Afghanistan the universe I found myself on the action of the Taurus: 

(after Matsagos, 1997) the Taurus of the sky, the Taurus of the atmosphere, the 
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Taurus of the earth, three Taurus donors sperm for the 
three worlds. The plough in motion opens the earth, 
prepares for the collection of the seed (cf. grain) and in 
it’s to be left over leaves the shoulders furrows that it 
divides. In the ritual of foundation of a city (I send back 
to theophany of the animals and sacred springs in the 
Italic world). Designed a circle or a square (geometric 
elements founding in the magical-religious thought), the 
Taurus was lead having made to turn round it for three 
times. Once to have mounted three (attention to the 
numerical sequence: 3; 4; 3) it was sacrificed and its 
member was buried to the centre of the city having 
erected a phallic altar (like those in Crete) next to a pit 
hole sacrifices them. 


The sacred union hierogamy between the male element 
was conceived therefore Taurus  [Zeus/Dionysus- 
Poseidon — Hades] and that feminine Goddess — Mother 
Earth [Rhea — Demetra — Persephone]. 
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FOOTPRINT & HANDPRINT SYMBOLS: HAVING OR BEING? 


Léo DUBAL 


Virtual Laboratory for Archaeometry, dubal @archaeometry.org 


Abstract: While pictures of Moon boots’ imprints on Moon’s dust symbolized newly conquered territory, handprints over the last 
four millennia might be appreciated as the signature of Homo individualis. 


Key words: handprint, footprint, signature, Homo individualis 


Résumé : Alors que l’empreinte des Moonboots dans la poussiére lunaire symbolise les nouveaux territoires conquis, l’empreinte de 
la main au cours de ces quatre derniers millénaires peut-étre considérées comme la signature de |’ Homo individualis. 
Mots-clés : empreinte de la main, empreinte du pied, signature, individu 


PROTECTIVE RIGHT HAND 


Twenty seven kilo years ago right hands were already 
stencilled on walls to repel intruders, as, e.g. in Airvaux 
Cave (see Fig. 5.1), just as, on the verge of the 20" 
century, around the Mediterranean Sea, e.g. in Tanger 
(see Fig. 5.2), right hand were printed on the outside walls 
of houses to keep away the bad eye to intrude. Later, in 
iconical representation of the Goddess Tanit, the right 
hand will turn into a blessing hand (see Fig. 5.3). This 
symbol has later been renamed as “Fatma hand”’. 


SIGNATURE HANDS 


Physical characteristics have also been used as symbol, to 
magnify difference, e.g. Polydactily (see Fig. 5.4 — 5.5). 
Hands by pair is another type of signature as in the 
Andean Cueva de los Manos (see Fig. 5.6). Some pair of 
hands are just fortuitous, with difference in the choice of 
color (see Fig. 5.7). Another physical characteristic is the 
dominance of right-handed over left-handed. Stencilled 
hands require to carry, mostly with the right hand, the 
paint container, what explain the overwhelming number 
of stencilled left hand. Over seven kilo years of 
continuous use of a cave, interesting overlap of stencils 
allow to identify the sequence (see Fig. 5.8). The global 
symbolic effect of all those hands (see Fig. 5.9) might, 
perhaps, indicate the desire of individuals for a social 
acknowledgment of their existence. Some colour have 
been very little used (see Fig. 5.10-5.11). May be only 
v.i.p. were socially authorised to sign this way? 


HOLDING HANDS 


Strangely enough, the main functionality of hands has not 
been too often represented. In Egypt, a fine symbolic 
superposition indicates the carrying hand and the carried 
pair of ducks (see Fig. 5.12). Another case is the 
anthropomorphic symbol ankh, carrying another symbol 
(see Fig. 5.13). 
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ANTHROPOMORPHIC ANIMALS 


By eating-up a human hand, a lion depicted on an 
Egyptian engraving seems to symbolically appropriate the 
right to have himself human hands instead of paws (see 
Fig. 5.14). 


Horus (see Fig. 5.15), carries a symbolic mirror not 
reflecting his image, but representing himself 
symbolically. It is the most majestic approach to symbolic 
self-blessing. 


Another use of limb extremity print is the symbolical 
territorial belonging. In Namibia, we found next to fresh 
leopard foot-prints in the sand, this engraved piece of 
Symbolic Rock Art (see Fig. 5.16). 


FOOTPRINTS 


In Sweden, foot-print seems to symbolically relate the 
Earth to the Sun, probably as an orientation marker for 
solstice rising sun observation. 


SOLE-PRINTS 


In Egypt, at the time of Ramses II, a victory over an 
enemy was symbolically depicted as having his enemy 
under his sole (see Fig. 5.18). 


In Norway, the sole-print of a clog (see Fig. 5.19) might 
have indicated the possession of a territory, while in 
Valcamonica, the anthropomorphic symbolic value of the 
sole-print is enhanced by its anthropomorphic decoration 
(see Fig. 5.20). 


Even if questions remain concerning the actual site of the 
staging of the Apollo’s Moon-Boot, its symbolic value of 
space conquest is out of questions... 


SYMBOLISM IN ROCK ART 


Fig. 5.1. Magdalenian repelling right hand stencil 
(photo DRAC) 


mei Le, 


ere iS 


. ~ 


Fig. 5.3. Punic Blessing right hand (tactigraphy) 


i, 


Fig. 5.6. Pair of hands 
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Fig. 5.8. Pair of left hands 


Fig. 5.9. Multitude of seeking left hands 


Fig. 5.11. Green left hands 


Fig. 5.12. Ducks-carrying right hand 
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Fig. 5.13. Symbol-carrying hands 


WUUULIUTY 5 
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Fig. 5.17. Foot-print for orientation 


Fig. 5.18. Under the sole to depict victory 
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Fig. 5.20. Anthropomorphic sole 


Fig. 5.21. Questionable Moon. Boots sole prints 
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CUPMARKS AND TRIANGLES IN BRITISH NEOLITHIC ART 
WITH PARTICULAR ATTENTION TO THREE TRIANGULAR 
PORTABLE STONES FROM AVEBURY’S EASTERN HILLS, 
EACH WITH A CUPMARK AT THE APEX 


G. Terence MEADEN 


Oxford University, Department of Continuing Education 


Abstract: A key to interpreting particular cupmarks in Britain comes from examining an isosceles-triangular sarsen stone weighing 
31 kg with a 70-mm diameter cup hollowed 50-mm deep at the apex found at a Neolithic/Bronze Age site east of Avebury in southern 
England. The reverse of the stone has two dished areas resembling the imprint of human buttocks. This suggests that the stone was 
intended to be sat upon, as suspected for ancient times by women desiring successful pregnancy. A second triangular stone, weight 
11 kg, has a vulva-type hollow or cup pecked at its apex. A third stone, weight 13 kg, is pierced at its vulvar apex. This suggests that 
cupmarks at this site (and maybe too elsewhere as on flattish rocky outcrops or boulders) may have been viewed as vulvas, serving 
as sacred symbols identifiable with an Earth Mother culture. Hence, it is proposed that such cupmarks were more than signs of art 
and agents of symbolism, because they may have had functional purposes too, understandable in terms of religious fertility belief. 
Key words: Cupmarks, triangles, symbolism, Neolithic, Avebury, sarsen, megaliths, fertility religion 


Résumé : On suggére que l’examen d’une pierre triangulaire et isocéle avec une cupule au sommet fournit une solution au probleme 
de la signification de certaines cupules en Grande Bretagne. La pierre, trouvée a un endroit Neolithique/Age de Bronze prés 
d’Avebury au sud d’Angleterre, pése 31 kg. Sa cupule gravée au sommet est 70-mm de diametre et 50 mm de profondeur. L’envers de 
la pierre a deux zones bi-concaves qui se ressemblent a l’empreinte des fesses humaines. Ceci suggére que l’on a sculpté la pierre 
pour s’asseoir, comme soupconné, au temps jadis, pour des femmes qui desiraient une grossesse heureuse. Une deuxiéme pierre 
pareille, poids I11kg, a une cupule d’espéce vulve ciselée au sommet. Une troisiéme pierre isocéle, poids 13 kg, est percée d’un trou 
au sommet. Ceci suggére que de telles cupules a cet endroit préhistorique (et peut-étre également ailleurs comme sur des surfaces 
rocheuses qui sont assez plates) portaient la signification de vulve, symboles sacrés de la Terre Mere. Alors, on offre la possibilité 
que ces cupules avaient des emplois fonctionnels, sans compter d’un usage d’art symbolique, dans une culture de croyance 
réligieuese de fertilité. 

Mots clés : Cupules, triangles, symbolisme, Neolitique, Avebury, sarsen, mégalithes, religion de fertilité 


INTRODUCTION diri’ as used for holy megaliths in Jharkhand in Eastern 
India (Subashis Das, private communication, 2006). 


An intriguing mystery in the world of rock art is the 
meaning of cups and cups-with-rings hollowed into the 
surfaces of rocks and recumbent and standing stones. 
These prehistoric symbols are found worldwide, in all 
continents, but of different ages depending on particular 
societies and locations. This paper discusses aspects of 
such art forms as known for the Neolithic and Bronze Age 
of the British Isles, and commences by introducing 
examples of a type of cupmark for which an interpretation 
in terms of an intended vulvar hollow is very strong. 


PORTABLE TRIANGLE STONE WITH A 
CUPMARK HOLLOW AT ITS APEX 


Figs. 6.1 and 6.2 show the obverse and reverse sides of a 
worked sarsen stone of portable size found by the author 
in the hills east of Neolithic Avebury in Wessex in Fig. 6.1. Triangular sarsen rock or stone, with a cupmark 
southern England (its national grid position is SU 0267 engraved as a deep round hollow in its apex. Maximum 
7045). The hills, which include Overton Down, Fyfield width 520 mm, thickness 150 mm, weight 31 kg 
Down and Totterdown, are of Cretaceous white chalk, and 

the bottoms of some local shallow valleys were covered 

with Eocene beds of a hard silicified sandstone known Much labour went into shaping this portable triangular 
regionally as ‘sarsen’. Older forms of this Wessex word _ stone. Its sides approximate to 520 mm by 500 mm by 
are ‘sassen’ and ‘sasan’, which could be related, if there is | 390 mm. The stone’s thickness is about 150 mm, and the 
an ancient Indo-European connection, to the term ‘sasan- weight 31 kg. The cup is 70 mm in diameter and it had 
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been pecked out to a depth of 50mm. It is significant that 
the isosceles apex was chosen for its position because this 
is the vulvar location of what may be a symbolic pubic 
triangle. 


The opposite side of this stone is quite as remarkable. It 
has been cunningly fashioned to provide two slightly- 
dished areas imitating well the imprint of human buttocks 
(Fig. 6.2). This points to the stone having been made to be 
sat upon. Feminism, fertility and successful birth-wishes 
are implied. The conclusion is that the inverted hollowed 
cupmark represents a vulva, the reason unknown but 
possibly awaiting ‘spirit impregnation’ by the intervention 
of the Earth Mother. 


Fig. 6.2. Reverse side of the same triangular sarsen stone, 
showing the dished areas smoothed as if to accommodate 
human buttocks 


SECOND PORTABLE TRIANGLE STONE WITH 
CIRCULAR HOLLOW WITHIN THE APEX 


This next triangular stone, weight 11 kg, measures 320 
mm by 310 mm by 300 mm, and is 100 mm thick (Fig. 
6.3). It was found alongside a 3- to 4-tonne fallen trian- 
gular megalith (at grid reference SU 1254 6996). A circu- 
lar hollow has been pecked into the portable stone at the 
point of the apex and perpendicular to the triangular flat 
surfaces. The cup is 40 mm in diameter and up to 25 mm 
deep. Again, the equivalence of cup and vulva is implied. 


THIRD PORTABLE TRIANGLE STONE WITH 
PECKED AND PIERCED HOLE AT THE APEX 


The third artificially-worked triangular stone measures 
380 mm by 310 mm by 330 mm. It weighs 13 kg and is 
60-100 mm thick. Its apex has been pierced by pecking at 
what may have begun as a smaller natural pit. The 
equation cup equals vulva is again implied. 


In this case, the triangle stone (not shown) was found 
adjacent to another carved sarsen rock approximately 
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ae 
Fig. 6.3. Another triangular sarsen with the cupmark 


hollowed into the vertical end at the apex. Length 320 
mm, weight 11 kg 


circular in shape, the diameter 400 mm and weight 27 kg 
(Fig. 6.4). This crude representation of a face, worked 
with great difficulty but creative skill in a tough medium, 
is tantalising and beguiling, and recalls the artistry of 
Altaic peoples. 


Fig. 6.4. A piece of sarsen stone that has been rounded 
and had a crude face chiseled into one flat side. Diameter 
380 mm, weight 27 kg 


GENERAL REMARKS ON CUPMARKS IN 
BRITAIN 


Cupmarks and cup-and-ring marks are found widely 
across Britain, especially in the north and west. By 
contrast, they are infrequent in those areas of south and 
east England where the chalk heights and plains have 
few or no suitable rocks. On the vast chalk hills of the 
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Avebury region in Wessex the only rocks apart from 
friable chalk come from the sarsen sandstone beds in the 
valleys or combes on these high downs. On some of the 
sarsen slabs lying flat on Totterdown (Fowler; 
Blackwell, 1998: plate 12) and on Overton Down simple 
cupmarks have been reported (Fig. 6.5, present author). 
One example of a portable-size cupmarked stone is 
previously known for the south of England and that 
came from Nottingham Hill, a Neolithic site in the 
Jurassic limestone Cotswold Hills (Morris; Marshall, 
1983: 171-174). 


Fig. 6.5. Part of a sarsen megalith lying prone that has 
several cupmarks hollowed into it 


Cups and cups-with-rings are often found on nearly- 
horizontal rock slabs elsewhere in Britain, especially in 
the north. The possibility is raised that some of these 
marks may also appertain to a former use as fertility 
vulvas within the concepts, rites and practices of a fertility 
Mother Earth religion. 


In the case of the first triangular stone described above 
(Figs. 6.1 and 6.2), this stone could have served as a 
bride-stone (where ‘bride’ refers to the ancient British 
goddess, whose name is pronounced ‘breed’) upon 
which a woman is said to position herself when 
desirous of pregnancy, or, if already pregnant, when 
wishing for successful birth through the aid of the Earth 
Mother. 


NOTE ON TRIANGULAR STONES 


In Britain many standing megaliths (whether subtly 
positioned in stone circles, stone rows, inside chambered 
barrows or standing alone) present a triangular outline 
either because of an inherent triangularity or because they 
have a quasi-pyramidal shape. Hundreds of examples are 
known for the British Isles. As with the triangular 
portable stones, triangularity appears to be an expression 
of femininity if not divinity, as witness the splendid 
example from Overton Down shown in Fig. 6.6 of a 
triangular megalith featuring breasts. 
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Fig. 6.6. A standing megalith whose shape 
is pyramidal and bears female breasts 


CONCLUSIONS 


of 


In this paper three newly-discovered examples 
portable-size triangular stones were assessed for the 
artificially-created circular cups pecked into them at the 
apex points of what may be viewed symbolically as 
feminine pubic triangles. It is suggested that these and 
some other cupmarks (like those on recumbent megaliths 
or flattish surfaces of rocky outcrops) were more than 
aspects of contemporary art and symbolism, because they 
may have had functional purposes too such as could be 
made practical in terms of religious fertility belief. 


By extension of the argument, megaliths with cups on 
vertical surfaces may signal further meanings—indicative 
of holiness like the divine sanctity of the Earth Mother. If 
facing a particular direction, the idea may have been to 
allow the sun's rays to fall upon it completing a ‘solar 
energy’-to-‘earthfast rock’ interaction by energising a 
female cup with solar light. Another example would be 
Neolithic Malta where drilled circular ornament surrounds 
the stone altars of the many Earth Mother temples. 


The Ancient British cup-and-ring marks (similarly as with 
the single cup on triangular bridestones) could have had a 
specialised role, if the thought was to release a spirit (new 
or ancestral) into the womb of a barren or pregnant 
woman who positioned herself bare-bottomed over it. At 
each subsequent pregnancy every mother would return to 
the rock to find again her own successful cup-and-ring 
creation and to add another ring concentric to the original 
cup. This would explain how the rings grew in number 
and diameter, and came to overlap others, which would be 
enough to explain such features on rocks, boulders, 
flattish outcrops, recumbent megaliths, etc. Whatever the 
precise circumstances, one may argue that at least some 
cups and cup-and-ring marks were feminine symbols or 
divine fertility symbols of the Earth Mother or other 
female deity of the epoch. 


SYMBOLISM IN ROCK ART 
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ON THE SYMBOLISM OF NET-PATTERNED AND RULED RECTANGLES 
FROM THE NEOLITHIC TO THE IRON AGE 


Adolfo ZAVARONI 


Independent scholar 


Abstract: The word eltnas “of/to [the goddess] Growth” or “of/to the Nourisher” written near a net-patterned rectangle incised with 
the same sharp point on a Camunian rock drives me to suggest that net-patterned or checkered rectangles of the Bronze and Iron 
Age represent the universal fertility power of the so-called “Great Goddess” and her husband. Another inscription, found at Garda 
(Garda Lake, Northern Italy) confirms this interpretation. Here I examine net-patterned or checkered rectangles and correlated 
symbols drawn on rocks, stelae, potteries and other artistic items at least from the Neolithic to the Iron Age from this point of view. 
Key words: net patterns, checkered rectangles, shield-shaped figures, double principle, divinities of growth 


Résumé : Le mot eltnas “de [la déesse] Croissence” ou “de la nourrice / du nourrisseur” écrit prés d’un réseau rectangulaire pro- 
bablement gravé avec la méme pointe sur un rocher du Valcamonica m’améne a penser que les réseaux et les rectangles a carreaux 
de l’Age du Bronze et du Fer représentent le pouvoir reproductif universel de la “Grande Déesse” et de son mari, le dieu Créateur- 
Destructeur. Une autre inscription, trouvée a Garda confirme cette interprétation. Ici j’examine des réseaux et des rectangles a 
carreaux et d’autres symboles gravés sur des rochers et des stéles ou dessinés sur des poteries et d’autres artéfacts de la période qui 
va du Néolithique 4 V’Age du Fer. 

Mots-clés : rectangles réticulés, scutiformes, divinités de la croissance, double principe 


1. On the higher part of Rock 24 at Foppe di Nadro In the compositions of Luine, which according to Anati 
(Valcamonica) two net-patterned rectangles have been (1982, passim) go back to a period between the beginning 
carved with a fine point. The Prelatine inscription eltnas _ of the Aeneolithic and the early Bronze Age, these shield- 
is written, presumably with the same point, about 25-30 — shaped striped figures are significatively associated with 
centimeters from one of them. The name e/tna, which is weapons (axes, halberds, daggers and also swords; see 
both feminine and masculine (like the Etruscan language nati, 1982: Figs. 129, 130, 142, passim). I would 
the Camunian does not have a grammatical distinction of | consider these weapons as symbols of the great 
gender), denotes “growth” or “nourisher” (Zavaroni, ambivalent god, the Creator-Destroyer, the husband of the 
2006a). For the formation of the stem *e/-t-, cfr. Lat. al-t- Great Mother Earth. Notoriously, weapons could 
or “nourisher’, al-t-ilis, “animal for breeding’, ON. eldi represent gods even in historical times. In funeral 
< *al(i)pja “nourishment; kind”, etc. Hence, I infer that monuments of the whole Roman empire an axe could 
Eltna is the name of a divinity, an attribute or function of | represent (the god of) death. Therefore one may deduce 
whom is symbolized by the net-patterned rectangle. Such _ that weapons were associated with shield-shaped striped 
an epithet is suitable for a goddess of proliferation as figures in order to represent death powers in opposition to 
Mother Earth (alma mater), the archaic Ceres “Growth” powers of growing life. 
and, more generically, as that who Gimbutas (1989, p. xv) 
calls the “Old European Great Goddess”. On the rocks of Luine shield-shaped figures seem to be 
symbolically equivalent to striped rectangles: in some 
The aims of this paper are mainly two: 1) to search fora rocks they are jumbled and sometimes it would be 
reliable reason why a net-patterned or ruled, striped difficult to distinguish one from the other. In certain zones 
rectangle could represent a divinity of growth; 2) to of some rocks they partially overlap and are as close as if 
investigate whether such a symbolism was aleady used _ the aim of successive engravers was to cover the surface 
during the Bronze Age and possibly earlier. with parallel and perpendicular lines contained in roughly 
rectangular perimeters. 
In a parallel paper I take into consideration the so-called 
“shield-shaped” figures (Ital. scutiformi). They may have According to Anati (1982: 118), the composition of Fig. 
rough rectangular or triangular contours whose angles are 7.1 dates back to the final Neolithic or the initial Copper 
often rounded: at least one of their sides is arched and the Age (c. 3300-3000 BC). Since such a dating is based on 
figure is furrowed by curved lines, the curvature of which presumed stylistic elements and typological comparisons 
gradually increases, reaching the maximum in corres- of weapons, it may appear debatable. Many symbols 
pondence of an arched side or a cusp. I think that these — which are already present in the Copper Age persist until 
figures must convey the idea of growth, of an increasing — the late Iron Age; and since the method I am using in this 
swelling. Sometimes, a protuberance like a small omphalos paper consists of comparing symbols as if they were 
rises on the edge corresponding to the greatest swelling. In ideograms belonging to languages of a same family, but 
my opinion, this omphalos could also represent one of the —_ attested in different periods, the exact definition of the age 
points from which fecundating auras of Mother Earth, to is less important, for our aims, than looking for the 
which the Great Goddess was assimilated, emanated. meaning of those symbols. 
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Fig. 7.1. Net-patterned rectangle associated to 
a lance on Rock 32 of Luine (after Anati 1982) 


In Fig. 7.1 the lance touching an edge of the net figure 
replaces the more frequent axe, but it equally alludes to 
the ambivalent god presiding over death and life. The 
semicircle grafted onto the pole can represent the scrotum 
of a downward penis, alluding to the generating function 
in opposition to the upward point of lance alluding to the 
lethal function. It is therefore possible that the net- 
patterned rectangle symbolizes the power of proliferation 
of the ambivalent divine Creator-Destroyer. Then one 
could not exclude that the rectangle striped by slightly 
arched lines on the right represents a pregnant goddess 
Earth. 


Fig. 7.2. Inscription of Garda. Reproduction elaborated 
from photos by M. Colella 


This interpretation could seem entirely fanciful; but it is 
fortunately confirmed by an exceptional epigraphic 
document concerning an analogous composition. On the 
low part of a steep face of Monte Luppia dominating Lake 
Garda (Verona) there is another inscription in Camunian 
alphabet (Fig. 7.2) reading u7l kunusei uk “(the god) Ul 
‘Ruin’ joins the (goddess) Genitrix ‘Parent’” (Zavaroni, 
2006a). The name kunusei “Genitrix’ derives from IE. 
*gen- with the same Sound Shift and vocalism as in 
Germanic: cfr. Goth. kuni, OHG. chunni “kind, genus’, 
ON konr “son, vir nobilis’. After the final k, as usual 
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formed by two straight strokes (I I), two other signs are 
visible: the former has the form of a mirror-like P, which 
cannot be an alphabetical letter, because the Camunian p 
has the form II. The following sign is a rectangle 
furrowed by four oblique lines. The lower base of the 
rectangle is linked by a line with the lower extremity of 
this mirror-like P. 


In various rock engravings a line linking two figures 
indicates a relationship between them. In Fig. 7.2 such a 
line corresponds to the verb uk “join, yoke, unite’, while 
the mirror-like P seems to have the same meaning of the 
lance + semicircle of Fig. 7.1: it can schematically 
represent male genitals and an axe, both alluding to the 
ambivalent god who here is called U/ “Ruin, Death’. That 
an axe can have a semi-lunar blade is shown by a figure 
on the Rock 1 of Pia d’Ort (Valcamonica), where a 
warrior god brandishes a big semi-lunar blade (Sansoni 
and Gavaldo, 1995: 142, Fig. 37). At Vite (near Paspardo, 
Valcamonica) two other significant inscriptions, perhaps 
dating back to the 3"-2™ century BC, have been found: 
one reads ulo near the drawing of an axe, the other one 
Ulai near the figure of a god holding a double axe. 
Furthermore, at Luine (Rock 6) the name U’L is part of a 
composition containing a big axe. We have a confirma- 
tion that Ul is a lethal god. But we have seen that the 
lethal god, being ambivalent, presides also over universal 
fertility. 


The composition of Fig. 7.2 could drive us to consider the 
striped rectangles as representations of the Goddess Earth, 
but examination of a high number of compositions 
containing net-patterned or ruled rectangles shows — I 
think — that they more generally denote the power of 
proliferation or fertilization that could obviously be 
attributed to both a goddess and a god. In my opinion 
Gimbutas is inclined to underestimate the presence of a 
male fecundating god and assumes a “parthenogenetic 
(self-generating) Goddess’, at least during the Neolithic. 
It is significant that she considers also the double ax and 
the bucranium as symbols of the Minoan Potnia and bulls 
as animals “sacred to the goddess of death and 
regeneration” (Gimbutas, 1999: 142-143) rather than 
epiphanies of a male god. Since the compositions of 
Luine seem not earlier than the Bronze Age, one may 
assume that the weapons represented at Luine symbolized 
a male god. Therefore in Fig. 7.1 the net-patterned 
rectangle associated with the lance can represent the 
fertility power of the ambivalent god, while the goddess 
of Growth could be symbolized by the shield-shaped 
rectangle on the right. 


I cannot agree with the suggestion of my friends Sansoni 
and Gavaldo (1999: 135; Fig. 64) who are inclined to see 
“the essential equipment of three warriors” among the 
elements of Fig. 7.3. I accept, though, the idea that the 
three shield-shaped rectangles could allude to a triad. This 
triad would be formed by a pair of divine Twins whose 
power of proliferation would be symbolized by the two 
rectangles on the left. Their omphaloi are turned upwards, 


A. ZAVARONI: ON THE SYMBOLISM OF NET PATTERNED AND RULED RECTANGLES FORMA THE NEOLITHIC TO THE IRON AGE 


but they incline towards opposite directions (cfr. the 
opposite Genii, Eros and Anteros, the opposite Celtic 
Twins etc.). The great ambivalent god, often conceived as 
the father or uncle of the Twins, would be represented by 
the rectangle on the right, whose exit is turned down- 
wards. One may suggest that the upward direction alludes 
to the function of rebirth: the divine Twins are psycho- 
pompoi and lead souls back onto earth; the downward 
direction pertains to the ambivalent Creator-Destroyer, 
who, being also a god of death, reigns over the nether 
world. Perhaps the two smaller daggers denote the 
warlike function of the twins: each dagger might be 
associated with a shield-shaped rectangle. The long 
dagger (or rather the sword) would symbolize the warlike 
aspect of the ambivalent father, a sort of archaic 
Vulcanus-Mars. If the reproduction of the composition 
given by Anati (1982: 163) is correct, a double rectangle 
is carved under the shield-shaped rectangles correspond- 
ing to the twins. This double rectangle brings to mind a 
kind of dokdna, that is the sign formed by two parallel 
rods united by two cross bars, used in Sparta for 
representing the Dioscuri. In Valcamonica we find other 
compositions where the double rectangle and similar 
figures symbolize the Twins: the clearest example is on 
the “Roccia delle 5 iscrizioni” near Cimbergo where the 
figure is associated with the word A@nens “the compe- 
titors, antagonists” (Zavaroni, 2004) referring to both a 
dokdna and a couple of warriors. Perhaps the two small 
rectangles, each intersected by a stroke, the one upward, 
the other one downward, on the right of Fig. 7.3, could 
allude to the opposite natures of the archaic twins, which 
are assimilable to Eros and Anteros. 


Fig. 7.3. Shield-shaped rectangles and weapons 
on Rock 34-C of Luine (after Anati 1982, p. 163) 


If a double rectangle alludes to the double principle 
personified by divine Twins, a double rectangle (or a 
rectangle divided into two by a median) containing 
parallel or bowed lines can represent the power of growth 
and proliferation according to the double principle. In fact 
in the composition of Fig. 7.5 we see also two double 
axes associated with a double ruled rectangle. Similar 
associations can be found on other rocks of Luine. 
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Fig. 7.4. Rectangle divided into four parts on Rock 
34-A of Luine. (after Anati 1982, p. 138) 


A further graphic evolution is represented by the rectangle 
with omphalos of Fig. 7.4 (Rock 34-A of Luine). The 
diagonals could have two functions: 1) to allude to the 
indissolubility of the double principle: the diagonals form 
a cross which is the simplest symbol of indissolubility; 2) 
to denote an inherent cyclic nature of the double principle 
itself, since the diagonals may be considered as turning 
spokes dividing the rectangle into four sectors in which 
growth is oriented in different ways. We may also observe 
that the two sectors corresponding to the longer sides are 
filled with lines having two opposite curvatures: perhaps 
the engraver wanted to strengthen the idea that growth is 
conforming to the double principle. 


In some compositions of Luine striped or net-patterned 
rectangles are associated to one or more circles (for 
instance, see Rocks 20, 44, 46). I presume that circles 
could schematically represent a god presiding over the 
universal cycles, those of the celestial bodies and those, 
perhaps more important, of regeneration. 


In Fig. 7.5 reproducing a composition on Rock 44 of 
Luine two double axes symbolize the ambivalent god who 
rules fertility and death. The three disks associated to the 
upper rectangle seem to have been carved later than the 
rectangle itself, whose lines appear to be more worn. The 
circle touching the lower rectangle was certainly added 
during the Iron Age: it is a demonstration that the 
symbolism denoted by the association of rectangles with 
circles had a long duration. 


The disk touching the upper rectangle, which seems to 
form a triad with the other two smaller disks, contains 
many radial dashes between the second and the third 
internal circle. In my opinion such dashes symbolize 
regenerated souls rather than the rays of sun. As for the 
two smaller disks, any hypothesis is more debatable. I 
suggest that they symbolize the Twins involved in the 
rebirth of souls, sons or nephews of the Wheel-god Senior, 
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Fig. 7.5. Rectangles and circles on Rock 44 
of Luine (after Anati 1982, p. 141) 


ruler of cycles, represented by the big disk. This god is 
another hypostasis of the ambivalent Creator-Destroyer 
symbolized by double axes and other weapons, serpent, 
deers, birds and other animals in many pre- and proto- 
historical rock carvings and items. Hence, in my opinion 
the circles allude to divinities of cycles whom Green 
(1984), referring to other ages simply calls “Wheel-God” 
(see also Zavaroni, 2004b and 2006b). Rectangles would 
represent the power of proliferation of the same divinities 
of (re)birth. 


Both rectangles of Fig. 7.5 are partially crossed by a 
serpentiform line (this line is less visible in the lower 
rectangle) which could again allude to the chthonian 
Creator-Destroyer who since the Neolithic was often 
represented in form of a snake. Therefore it is also 
possible that both rectangles symbolize the power of 
fertility of the Great Goddess (the Earth) fecundated by 
the Snake-god. 


2. I cannot believe that the net motifs were born as 
“decorations”, as if a geometric spirit at service of the “art 
for art’s sake” already existed since the first “artistic” 
expressions. Therefore I attribute a symbolic value to the 
net figures on pottery and other objects of the Neolithic as 
well and I suggest that they were symbols of proliferation 
and growth ever since that time. Even when I see net and 
checkerboard designs on later pottery of European 
regions, I am inclined to attribute them the same symbolic 
meaning. Gimbutas (1989, 81-87) has already offered 
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several examples of net-patterned items, showing, in 
particular, that since the Early Neolithic “the framed net 
also appears with symbols of becoming: egg, vulva, 
uterus, fish bladder forms, and plant leaves”. According 
to the famous scholar “this implies that the net is linked 
with aqua-cosmogony, the life source, and the birth of 
human, animal and plant life’. Indeed I doubt that the net 
motifs belong to the “aquatic symbol family” and that in 
particular the net-patterned rectangles “may represent 
reservoirs of the life-water’ (Gimbutas, 1989: 81; 86); I 
too, however, believe that they pertain to the reproduction 
of life. 


Following Gimbutas (1989, Fig. 128; Figs. 132, 133), I 
see such a connection in the net-patterned rectangles and 
trapezia drawn on the hips, thighs and belly of female 
figurines (Tisza, Karanovo, Vinéa; 5000-4500 BC) and in 
the nets filling egg or uterus-shaped forms etc. Perhaps 
net patterns, dividing the figures into so many areas, were 
considered suitable to communicate the idea of multi- 
plication and proliferation. 


I cannot believe that during the Bronze Age (and the Iron 
Age of peoples whose religious feelings were stronger 
than the “aesthetical” sense) these patterns lose their 
symbolic function and became mere decorations. When 
they are drawn isolated or are associated with serpenti- 
forms or other geometric forms the symbolic function 
cannot be eluded. For instance, examining the net- 
patterned and checkered panels on the Cypriot Bronze 
Age vases, I find a confirmation of my interpretation that 
could also serve for attributing a meaning to the 
associated geometric figures. To my mind, the symbolism 
on the vases of Fig. 7.8 (after Zupancich 1997) concerns 
the power of multiplication and fertilization. In C the 
circle with a central dot adds the concept of cyclic 
fecundation (in my opinion the dot and the cupmark are 
the simplest symbol of the fecundating power), while the 
checkered panels of A and D allude to the alternation of 
the two principles (life-death, fertilization-destruction) of 
this power. The snakes in the lower part of B and the 
vertical serpentines in D recall that the snake is one of the 
zoomorphic aspects assumed by the divine agents of 
universal fertility. 


Another example of the symbolism inherent to the net is 
given by a figure carved on a pebble (Fig. 7.6) found in 
the Gaban rock shelter (Trentino, Northern Italy). This 
pebble, which is 13,4 cm. high and is dated to the earliest 
Neolithic, may be considered a small idol representing a 
goddess: the face is completely portrayed, but eyes and 
mouth are significantly denoted by a double circle. Two 
net-patterned lozenges are drawn between two pendulous 
breasts. Further below, one sees a triangle, V’s and a 
cross-band. Four small parallel lines protrude from each 
of the upper sides of the lower lozenge. These small lines 
recall the lines protruding from the so-called “fringed” 
net-patterned or striped rectangles of several Alpine stelae 
and carved boulders. I interpret these lines as schematic 
representations of souls or embryos of new life, since I 
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Fig. 7.6. Figurine carved on a pebble 
found at Gaban Shelter (Trentino) 
(after Graziosi 1973) 


Fig. 7.7. Bird figure on Rock 5 at Foppe di Nadro 
(Valcamonica) 


have attributed the same meaning to the strokes jutting 
out from the ship engravings of Cycladic culture (mid-3™ 
millenium BC), the ships engraved on Scandinavian 
petroglyphs and from the “huts” of the Camunian rock 
carvings (Zavaroni, 2006b). 


Following Gimbutas, I assume that the two triangles on 
the Gaban idol symbolize the pubic triangle of the Great 
Goddess, but I would also note that the vertexes of the 
two triangles, obeying the opposition “up” / “below”, 
could allude to the fact that the Goddess governs fertility 
on both the earth and underworld. The lozenge itself may 
be considered as a combination of two opposite triangles. 
Besides, we have double figures that, together with the X- 
type cross, could denote the indissoluble double principle. 
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The Gaban carved idol is very significant because it 
seems to reveal that important symbols of the late Iron 
Age have mantained the same meaning since the early 
Neolithic. The duration of these symbols, though, appears 
to be even longer if we consider that they appear also on 
items of the Epigravettian culture and even of the Upper 
Paleolithic. A remarkable example of a striped lozenge 
between V’s and chevrons is given by the Epigravettian 
female image in bone found at Cuina Turcului (Iron Gate 
region, SW Romania, c. 8000 BC; see Gimbutas 1989, 
Fig. 3). Regular net-patterns have been found on many 
flint cortices dated to the recent Epigravettian (c. 9000 
B.C.) at the Dalmeri Shelter in the Eastern Trentino, the 
same province as the Gaban Shelter. On ten cortices, a 
close series of parallel crossing lines form nets with very 
regular lozenges or rectangles (Dalmeri, 1997 [2002], 
280, Figs, 1-2). 


This “regularity” drives me to leave aside the recent 
theories which try to explain the geometrical or schematic 
motifs of European petroglyphs as productions of 
engravers under the effects of hallucinogens (for a partial 
bibliography on phosphenes and shamanism see Pefia 
Santos et al. 1996: 117-118). Although such a theory has 
met with the favour of various authors, I think that 
phosphenes have nothing to do with the symbols we are 
examining which are a rational expression of concepts by 
images. To engrave certain symbols on hard rock surfaces 
often requires hours and days of fatiguing and painstaking 
work which is wholly unrelatable to the laboratory 
experiments on the phosphenes and to the assumption of 
hallucinogens. I cannot believe, for example, that the 
“Reticulado de Buriz’” (near Lugo, Galice) was the fruit of 
a trance experience. 


I cannot even believe that a net-patterned motif drawn 
near a cervine figure at Cova da Bruxa (Muros), at Campo 
Lameiro (Pontevedra) represents a hunting net, as some 
authors suggest. Such an interpretation is accepted by 
Anati (1960: Tav. 31) for a composition I will comment 
further. Helskog (1988: 99-100), who takes into 
consideration some human figures whose trunk has the 
form of a net or a “scutiform”, suggests also that they 
could be connected with rituals which would mytholo- 
gically concern bears. In my opinion the net-patterned 
trunks of Alta, as well as any net pattern, would allude to 
the fertility power of polymorphic divinities. At Cova da 
Bruxa (Muros) and Campo Lameiro (Pontevedra) the net- 
patterned motif is associated with a cervine figure which 
usually represents the divine Creator in Spain, in 
Valcamonica, in Sweden and in the Celtic art. I presume 
that net patterns were considered suitable to communicate 
the idea of proliferation because they divided figures into 
many small areas, each of which was the cell of a future 
being. On the stone of Ardegas (Maja; Porto) each cell 
contains a dot or cupmark which generally is the simplest 
symbol of the fecundating power. 


Net designs are sometimes associated with spirals. 
According to Gimbutas (1989: 121-124) the spiral is a 
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snake coil and “the snake is life force, a seminal symbol, 
epitome of the worship of life on this earth”. Besides, “its 
seasonal renewal in sloughing off its old skin and 
hibernating made it a symbol of the continuity of life and 
of the link with underworld”. Substantially I follow 
Gimbutas, although in my opinion the spiral symbolizes 
the passage from the nether world to our world or vice 
versa, while the double spiral represents the cyclic course 
on this world and in the other world, from which souls 
come back to life again. For this reason the double spiral, 
expressing the idea and hope of rebirth, was so often used 
in burial rites. I cannot consider the Bronze Age double- 
spiral-shaped pendants as mere ornamental items. The 
bronze spirals found on dead were presumably worn even 
in life. But the main function of the spirals carved on 
burial stones or found in graveyards was certainly the 
symbolic one. 


Fig. 7.9. Vase from Kalyvia necropolis (Phaestos, Crete): Late Minoan IIIa (after Zervos 1956, p. 446-447) 
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For instance, a spiral associated with twisted zigzags, X’s 
and V’s (= double principle) is visible on miniature clay 
stands (culture of Karanovo VI, Ruse; 4500-4800 BC) the 
opposite faces of which are covered by a net pattern 
(Gimbutas, 1989: Fig. 195). On the panel of a Post- 
palatial Cretan sarcophagus a figure, in which Gimbutas 
(1989: Fig. 347) recognizes a “snake-limbed goddess’, is 
formed by a checkerboard in the lower part and by a bust 
depicted with sheaves of concentric arched lines 
developing in different directions. These arched lines 
recall those of some orthostates of Gavrinis and some 
figures of Luine, although they are not so thick. The two 
arms are replaced by two opposite spirals. 


A remarkable example of striped rectangles is given by 
the decoration on a vase (Fig. 7.9) from the necropolis of 
Kalyvia (Phaestos, Crete) dated to the Late Minoan 
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Fig. 7.10. Birds and other symbols on Rock 49 at Campanine 
(by Dipartimento Valcamonica of the CCSP, Archivio WARA W00411) 


(Zervos, 1956: 446-447). Two metopes representing birds 
and fishes are separated by vertical checkered bands. In one 
metope one sees a bird whose chest is a square divided into 
three striped rectangles. The strips are formed by bowed 
lines like those of the shield-shaped figures of Luine. The 
rest of the bird’s body is divided into four sectors; the main 
one contains a chevron, the other ones parallel lines. The 
bird seems to hold a fish under its claws. In the other 
metope two birds have been painted, one under the other. 
The body of the upper bird is similar to that of the bird 
already described, with the important exception that its 
chest is a rectangle filled by little circles or circular dots. 
These dots are assimilable to cupmarks and therefore allude 
to the fertility power. Similar dots cover the whole body of 
the bird below. A fish is jumping behind the lower bird. 
The fish’s dentate mouth is open as if to bite a small 
fringed ball. The body of this fish is decorated by a 
longitudinal white band containing dots and small dashes 
(= fertility power, future life), while the central part of the 
body of the previous fish is divided into two parts, the one 
white and the other one filled by arched lines (= growth, 
present life, but destined to death). I presume that the lower 
bird whose body is fully dotted represents the divine 
principle of Life (feminine principle?) hidden in a 
mysterious place of the Otherworld. The upper bird with 
the dotted chest represents the god reproducing the double 
principle of Life and Death and guarding the production or 
revitalization of souls (symbolized by the jumping fish). 
The bird with the tripartite square chest is the same 
ambivalent god who in our world (sky, earth, sea) takes life 
which is symbolized by the fish seized by the bird. 


I expect that such an interpretation might meet with the 
skepticism of other scholars: I cannot hope for the favour 
of those who continue to consider mere decorations the 
figures to which I attribute a symbolic meaning. The bird 
with the tripartite chest I have commented on above was 
inserted in a table illustrating the “patterns on Late 
Minoan III pottery” by Lacy (1967, 142). This scholar 
never uses words such as “symbol”, “religious” or “meta- 
physic”. In his discussion on the Late Minoan III pottery 
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(1400-1100 BC), he laments that “the decoration of the 
period is basically a degenerate and stylised form of 
ornamentation in vogue during LM I’, because “with the 
loss of his patron, the inspiration of the artist and the skill 
of the craftsmen vanish and degeneration sets in” (Lacy, 
1967: 132). According to this author “the most noticeable 
change, however, from previous Minoan tradition lies in 
the introduction of bird motifs for vase decoration”; but 
when birds appeared, “it was in an already conventiona- 
lised form with no long tradition of evolution from a 
naturalistic original, which proves that they were an 
introduction from without” (Lacy, 1967: 139). 


Lacy does not explain what he means by “naturalistic 
original” and “conventionalised form’, but the doubt that 
some religious or philosophical idea could have 
influenced the subject of the Minoan painters seems to 
have never touched on his imagination. Anyway the 
geometric patterns which replace the feathering of the 
birds does not appear naturalistic to me. Their symbolic 
function cannot be eluded if we consider certain birds 
carved on Valcamonica rocks. As I do not think that these 
birds were carved in order to decorate the rocks nor that a 
particular “ceremonial” feathering could be attributed to 
them, I hope that their symbolic function will appear more 
evident. On the other hand it should be well-known that 
birds (and not only water birds), were connected with 
souls and rebirth. The bird of Fig. 7.10 is graved on Rock 
49 of Campanine (Cimbergo, Valcamonica). Its body is 
divided into two parts by a herringbone motif. In my 
opinion this motif, recalling that of some shield-shaped 
figures of Luine, alludes to the double principle inhering 
to the souls returning to life. This interpretation seems to 
be confirmed by the cruciforms symbolizing the 
“indissoluble double principle” and associated with other 
two birds which may be seen just above. Moreover, the 
foot-marks contain a net motif (that cannot certainly be a 
sole pattern) which is similar to that of the big bird. 


The body of a bird carved on Rock 5 of Foppe di Nadro 
(Valcamonica) (Fig. 7.7) recalls the swelling we see in the 
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shield-shaped figures of Luine. Similar birds may be seen 
on Rock 7 and, not far away, at Zurla, Rock 24 (Marretta 
and Solano, 2005: 36). This motif recalls also the 
concentric semicircumferences drawn on many vases 
from the Neolithic to the Geometric style. 
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OPEN AIR ROCK ART IN THE CEIRA AND ALVA RIVER VALLEYS: 
SOME SYMBOLS 


Nuno Miguel C. RIBEIRO 


Archaeologist, Portuguese Archaeological Research Association 


Abstract: The archaeological investigation project “Rock art in the valleys of Ceira and Alva rivers” is being developed by the 
Portuguese Association Archaeological Investigation in the centre north of Portugal since 2001. 

The aim of this project is to research and study the phenomenon of rock art in this region. 

Characterised by the existence of more than 100 archaeological sites, most of them higher than 700m, a large majority of them have 
a schist base. 

The represented symbols are schematic, geometric and naturalistic. 
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Résumé : Le project de recherche archéologique “Art rupestre des vallées des riviéres Ceira et Alva”, se developpe a travers de 
l’Association Portugaise d' Investigation Archéologique dans le centre nord de Portugal depuis 2001. 

On pretend inventorier et étudier le phénoméne de I’ art rupestre dans cette région que se caracterize par I’ éxistence de plus de 100 
sites situés presque toujours dans les altitudes superieurs aux 700m, et la majorité ont été realizées sur le support de dalles de 
schiste. 

Il y sont répresentés, dans la plus part, des motifs schématiques, geométriques et naturalistes. 

Mots clés : Préhistoire, art rupestre, Vallée de I’ Alva, Valée du Ceira 


INTRODUCTION are the long outcrop that runs from Fajao to Sarnadas and 
the small outcrops of Unhais-o-Velho, up to the Castelo 
The article presented here is part of a study started in Branco region. Both mountain chains where these 
1998, sponsored by the Portuguese Archaeological outcrops occur are oriented in a northwest-southeast 
Research Association and supported by a number of other direction and are surrounded by Algonkian schists and 
bodies which occasionally adhered to this project, such as sandstone slate. These outcrops are some of the highest 
the Portuguese Youth Institute, the University of points in the area, with peaks of between 619 m in Janeiro 
Coimbra’s Earth Sciences Department, the Municipalities de Baixo and the 1400 m of the Serra da Cebola 
of Pampilhosa da Serra and Géis, and EDP-Portugal mountain’. The rivers and streams in the region run 
Group. From 2001 onwards it also came to be based ona through narrow V-shaped valleys, on a track of long 
research project being carried out as part of a Doctorate swirls. Many mineral seams of gold, silver, copper and tin 
course in Prehistory at the University of Salamanca _ have been identified in the region. 
(Spain) and the Autonomous University of Lisbon 
(Portugal), on the ‘Study of Open-Air Rock Art in the In the area of the Ceira and Alva rivers, which are 
Ceira and Alva River Valleys — Portugal’, under the tributaries of the Mondego River, only a couple of 
supervision of Professor Doctor Maria Soledad Corchén. archaeological sites for rock art were known prior to 
1998, such as the “Pedra Letreira’? and the “Pedra 
These studies were intended to inventory and study the Riscada’”’, both situated within the municipality of Gdis, 
existing archaeological sites within this geographical area, | and a number of isolated finds gathered in 1959 by Castro 
geo-referencing the sites and carrying out an initial survey | Nunes*, who undertook one first attempt at compiling an 
of them, taking a formal and _ stylistic perspective, | Archaeological Map of this region, collecting materials 
standardised as archaeological site forms. which he deposited at the Municipal Museum in Arganil. 
For the most part, these finds are related with the mineral 
The valleys of the Alva and Ceira rivers are situated inthe | seams which were mined from the late Calcholithic 
northern part of Portugal’s central region, within what is period. Among the materials gathered, the most 
known as the ‘Centro-Iberian Zone’ (made up of the significant finds from the High Eneolithic and Bronze 
Estrela, Acor and Lous mountain chains). (Fig. 8.1) Itis | Period include a bronze socketed axe, of the Galician 
bounded to the north by the inner basin of the Mondego, type, and a copper axe, both found on the right bank of 


and to the west by the marginal massif which separates it |§_ -———c——— 
from the western sea coast. The substratum is ' Thadeu, Décio (1951), Geologia e jazidas de chumbo e Zinco da Beira 


characterised by the Hesperic Massif named “xisto- oo ein cia aa ec ae al a 


grauvdquico” that predominates in the Agor and Lousé 2 Nunes, J. de C. et alli (1959); Memo6rias Arqueolégicas do Concelho 
chains. The upper Ceira and upper Alva contain rock — de Géis— A Pedra Letreira: Museu da Camara Municipal de Gois. 
outcrops of mostly schists and quartz composition,  ~ Nunes, J. de C. e Pereira, A.N. (1974); A Pedra Riscada. Editora Sé da 
situated on ridges of varying length, of a basic Silurian- Bandeiea: 


Ps : sea “ Nunes, J. de C. et alli, (1959) Memoérias Arqueoldégicas do Concelho 
Ordovician formation. Among these, the most significant de Gois — A Pedra Letreira: Museu da Camara Municipal de Gois. 
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Fig. 8.1. Rock Art sites in the Ceira and Alva River Valleys — Portugal 


Pides in Gois, at the bottom of the Devouga slope in 
Liboreiro. A metal arrowhead was also found. These finds 
were of particular interest as they were discovered 200 m 
from “Eira dos Mouros”, a prehistoric mine where a 
number of polished stone axes in amphibolite from the 
same period were found*. Megalithic monuments were 
also known in the region: the dolmen of Sao Pedro Dias, 
within the municipality of Vila Nova de Poiares®’, and 
“Moinhos de Vento” in Arganil; the remains of the 
Lomba do Canho — with Iron Age remains — near to 
Arganil, and a number of bronze axes gathered out of 
context in the area of the upper Ceira, in the Acor 
mountain. The new archaeological surveys in these 
geographical areas brought more wedge finds in green 
schist, in Gois at the “Pedra Letreira’, in the areas of 
Moura Morta, Vila Nova de Poiares, and in the area of the 
sources of the Alva River — “Pedras Lavradas”; and a 
bronze flat axe near to the village of Pena, in Géis. These 


> Nunes, J. de C.; 1981: Introducdo ao estudo da Cultura megalitica no 
curso inferior do Alva. Assembleia Distrital de Coimbra. 

° Tavares, Antonio Augusto, (1980): - O délmen de S. Pedro Dias 
(Poiares). Clio, Revista do Centro de Histéria da Universidade de 
Lisboa. Lisboa.2, p.39-58. 
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discoveries were associated with new rock art sites: “Vale 
Moreiro” near to Liboreiro (Géis) and the sites of the 
“Aldeia Velha’’, related with the sites of the “Pedra 
Riscada” and “Pedra Letreira’” and situated within the 
same geographical area. 


In the municipality of Pampilhosa da Serra, recent studies’ 
have shown further archaeological sites, such as 
settlements, some former mines suspected to date from 
the Bronze Age, and miscellaneous finds. Among the 
settlements, the most significant are the sites at “Cabeco 
do Redondo”; the cist of “Fornos dos Mouros’, in the 
parish of Portas do Souto, where a set of gold spiral rings 
was found, possibly dating from the late bronze age; the 
settlement of “Cova da Iria’; the shelter, “Buraca dos 
Mouros”; the settlement of “Cabego Murado”; the settle- 
ment of “Penedos de Fajao”, where some protohistoric 
ceramics were found. Another find may be related with 
this latter site, though on the other side of the Ceira River, 
in the parish of Relvas de Teixeira, Arganil, where a 


7 Batata, C. e Gaspar, F. (1994): Levantamento Arqueoldgico do 
Concelho de Pampilhosa da Serra. Camara Municipal de Pampilhosa da 
Serra. 
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prehistoric anthropomorphic idol was found, with dimen- 
sions of 180 mm in maximum diameter and 230 mm in 
height, shaped as a gourd. It was found around 100 m 
from the settlement, probably dating from the Bronze 
Age’. This motif appears often in the carved slabs of the 
upper Ceira, particularly in Ribeiro do Piddao, Serra do 
Acor, Serra das Pedras Lavradas and Serra da Alvoaga. 
To be highlighted that along the length of the Ceira and 
Alva rivers and their tributaries — e.g., Ribeira do Alvoco, 
there are still important remains of “conheiras” near their 
banks. These are large concentrations of stones resulting 
from the washing of minerals, and a sign of their intensive 
exploitation. In this region there is also a shelter which 
was occupied in prehistoric times: “Buraca da Moura” in 
Sao Romao, in Seia’. 


The pollen studies carried out on the peat-bogs of the 
Serra da Estrela” have made it possible to know the 
environmental developments during the Holocene period, 
and in turn to compile a paleo-environmental map of the 
region. It is known that from around 7600 BP (approx. 
6400 BC), a first phase of deforestation began in the 
region, coinciding with an increase in cerealia pollen 
percentages. According to the authors of this study, this is 
related with the beginning of human action on the 
ecosystem. In the 4" and 3™ millennia BC, the region was 
already characterised by a temperate forest dominated by 
Quercus. It is also possible to detect successive phases of 
deforestation. One of these phases is dated at around 4340 
BP and the phenomenon has been interpreted as a region- 
wide phenomenon. 


In the middle stretch of the Ceira River, the rock art sites 
present a scattered location, whereas in the area 
surrounding the sources of both rivers (Ceira and Alva) 
they appear to be associated in groups of slabs, in a wide 
range of patterns, chiefly footprints, circles, “gourds”, 
serpentifoms, dimples, and antropomorfs. To date, more 
than 200 carved slabs have been inventoried, specially 
concentrated on the peaks of Serra da Cebola, Serra do 
Acor, Serra da Alvoaga/Pedras Lavradas and associated 
valleys, and the areas of Vide (Seia) and Sobral de Sao 
Miguel (Covilha). They are thus situated at average 
heights of over 800 m above sea level. These sites are also 
mostly associated with a natural animal track along the 
peaks of these mountains which was also used by 
shepherds who would herd their flocks to the high ground 
in the spring/summer and down to the valleys in the 
winter. This is also the case for the rock art sites situated 
in the county of “Las Hurdes” (Caceres) in Spain". 


® Castro Nunes, Joao de (1956). O idolo pré-histérico das Relvas - 
Revista Guimaraes. 

° Senna-Martinez, J.C. (1993): A ocupagao do Bronze Pleno da sala 20 
do Buraco da Moura de S40 Romo. Trabalhos de Arqueologia da EAM, 
1, Lisboa, Colibri, p. 55-75. 

'0 Van Der Knaap, W.O. & Van Leeuwen, J. F.N. (1994): Holocene 
vegetation, human impact, and climatic change in the Serra da Estrela, 
Portugal: Dissertationes Botanicae, 234, p. 497-53. 

'' Benito Del Rey, Grande Del Brio, R. (1995): Petroglifos Prehist6ricos 
En La Comarca de Las Hurdes (Caceres) Simbolismo e 
Interpretacion. Libreria Cervantes — Salamanca 1995. 
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According to some Portuguese authors, — the 
archaeological sites of rock art identified in the areas of 
the Ceira and Alva Rivers are seen in the context of 
what is known as north-west or post-Palaeolithic rock 
art, which is identified through the existence of distinct 
nuclei in the regions of Alto Minho and southern 
Galicia, Tras-os-Montes and Beira Alta. A number of 
groups may be differentiated on the basis of 
observations of a technical, thematic and typological 
nature, besides their geographical location. Thereby, 
Group I — ancient or classical according to Antdénio 
Martinho Baptista’s (1986) classification, the whole 
range of “Galician-Atlantic” carvings spread across the 
coastal region between the Vouga River and Pontevedra, 
distinguished mainly through the predominance of 
geometric and symbolic compositions, based on simple 
and concentric circles, sometimes with dimples inside, 
constitute the classical model. Squares, nets, labyrinths, 
swastikas and spirals also appear. Less frequently, idols 
and human form sculptures appear, as well as weapons 
and figures of a schematic, subnatural, almost always 
animal-like nature: goats, reptiles, horses and deer. 
Human figures are rare in this group and appear in 
hunting, riding and shepherding scenes, sometimes 
holding bows, swords and shields. Associated signs with 
clear religious significance and references to scenes of a 
social and economic nature most probably correspond to 
the Bronze Age. Among this group are the sanctuaries of 
Monte da Laje (Valenga), Laje das Fogac¢as (Lanhelas, 
Caminha), and Bouga do Colado (Parada-Lindoso, Ponte 
da Barca), in Alto Minho. Representations of weapons 
such as short swords, daggers, flat axes, halberds and 
shields reproduce metal objects, suggesting the early 
Bronze Age as a possible dating. In the area of the 
Vouga River are the sanctuaries of Outeiro dos Riscos 
(Vale de Cambra) and Pedra Escrita de Serrazes (Sao 
Pedro do Sul). 


Group II, scattered across the north-west and spreading 
further inland, is characterised by the great number of 
schematic representations of human forms and by the 
wide variety of geometric patterns, almost always in 
“anarchic” compositions, such as those of the sanctuaries 
of Outeiro Machado (Chaves), of Giao (Arcos de 
Valdevez) and Tripe (Chaves), Pedra Riscada (Gois- 
Coimbra — River Ceira area) and the nucleus in the Viseu 
region. Some of the motifs of these sites in Chaves 
suggest possibly a southern penetration, most probably of 
schematic painting. 


The existence of a third group was supported by the same 
author, based on technical and thematic criteria, in which 
the process of drawing with a fine incision on schist 
appears, in contrast with the pecking used in the other 
groups on granite outcrops. The representation of 
weapons is common to the sites at Vale da Casa (Vila 
Nova de Foz Céa), Pedra de Ridevides (Alfandega da Fé), 
Molelinhos (Tondela-Coimbra) and Pedra Letreira (Géis- 
Coimbra), scattered across the Tras-os-Montes and Beira 
regions. 
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It is in this context that the rock art of the Ceira and Alva 
rivers and their tributaries is to be situated. They no 
longer fit within these classifications, which at their time 
had the merit of being a significant attempt at 
synthesizing all this data. Following the author’s logic, 
these classifications, when applied to the sites of the 
“Pedra Letreira” and the “Pedra Riscada” complex, would 
divide the two sites into two distinct groups on the basis 
of the carving techniques alone, despite their being 
situated in the same geographic area and little more than 
1000 metres apart. Thus, this form of classification was 
insufficient. 


The rock art sites in the area of the Ceira and Alva rivers 
are geographically scattered widely along the valleys that 
make up the hydrological basins of the rivers and their 
tributaries. These in turn form part of the hydrological 
basin of the Mondego River. The archaeological sites are 
almost always situated in places which afford a 
commanding view over the landscape, a watercourse or a 
valley. It remains curious and of great significance that 
there is a possible relationship between these places and 
the cult of the spring, a phenomenon which is also found 
in similar places at the Serra do Cabeco Rainha in Serta in 
Portugal and in the provinces of Salamanca and Caceres 
(Spain). Indeed, the representations of swirling forms 
and serpentiforms are most certainly related with this 
imaginary orientation. The carvings are predominantly on 
schist slabs, in around 90% of cases. The technique of 
stippling/hammering is present, associated with abrasion 
in 70% of the slabs. From a total of more than 200 slabs, 
only one — “Pedra Letreira” in Géis — has 90% of its area 
carved using the method of incision with a sharp object, 
predominantly filiform in style. 


Few archaeological sites, such as settlements or necro- 
polises, have to date been related with the “sanctuaries” 
of rock art; it has thus become essential to continue the 
fieldwork in order to identify the settlements and 
necropolises that may be related to these monuments. 
The works carried out have allowed a certain 
relationship to be established between some of the rock 
art sites and the mining areas, such as in the case of the 
sites of Vale Moreiro (Goéis), Varzina in Alvares (Géis), 
Casais de Souto in Piddao (Arganil), Outeiro dos Bardos 
(Arganil) (Fig. 8.2) and Chas de Egua (Arganil) (Fig. 
8.3). They have also made it possible to know a little 
more about human occupation in the region in recent 
prehistory. The studies thus suggest the conclusion that 
the models used hitherto for classification and 
interpretation, based as they are on carving techniques 
and the stylistic analysis of two rock art sites in the 
region and a small number of archaeological sites, are 
not applicable given the diversity and scale of the data 
that has been gathered during the last few years. Thus, 
human occupation of the region is likely to have been 
more intensive and more ancient than was hitherto imagi- 


"? Benito Del Rey, Grande Del Brio, R. (1995): Petroglifos Prehistoricos 
En La Comarca de Las Hurdes (Caceres) — Simbolismo e 
Interpretacion. Libreria Cervantes — Salamanca. 
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Fig. 8.2. “Outeiro dos Bardos” (Piddao - Arganil) 
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Fig. 8.3. “Chas de Egua” (Piddao - Arganil) 


ned. The diversity of the natural resources available in 
the region would certainly have favoured the development 
of a range of activities, as well as the creation of social 
hierarchies in the communities. 


Among the many questions raised by the facts observed, 
the possibility of a spatial relationship between the 
location of these sites and the springs or the areas where 
the confluence of watercourses could be observed is of 
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Fig. 8.4. “Aldeia Velha” (Colmeal-G6is-Portugal) 


Fig. 8.5. “Cebola - Pampilhosa da Serra - Portugal” 


minor importance. Observation of the currents, of atmo- 
spheric phenomena and space must have been closely 
related. Nevertheless, it is impossible to comprehend 
the mythology associated with these places and the 
rituals that must have been developed by these 
prehistoric populations. The large number of re- 
presentations of vulvas, small “horse-shoes”, cup- 
marks and dimples also suggest that in some of the 
cases observed we are dealing with a cult of mother 
earth, of fertility, once again associated with water as 
an essential element for life. It is certainly with this 
phase that the carving of a deer seen in profile is rela- 
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Fig. 8.6. “Ferraduras” (Vide-Seia-Portugal) 


ted, with the line of the “heart” and suggesting a 
surprising realistic, almost photographic sensibility 
(Fig. 8.4). 


The representation of some weapons at the sites “Souto 
Escuro”, “Pedra Letreira’, “Ponte Romana MII” 
Covanca; or of shields at “Slab 1 of Cebola” — (Fig. 8.5) 
and some carvings in the “Serra do Agor’; 
antropomorfs with channels — site “Ferraduras” (Vide- 
Seia) (Fig. 8.6), or associated with footprints at the sites 
of “Serra da Cebola”’, Fontes de Cide in Vide (Seia) 
(Fig. 8.7) depict a reality different from that of the 
previous one, in which nature ceases to be the main 
motif and Man takes its place; the warrior, the one who 
dominates nature, a phenomenon which would come to 
be accentuated with the beginning of Copper Age in the 
region. 
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Fig. 8.7. “Fontes de Cid” (Vide-Seia-Portugal) 
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MOUNT PINDO IN GALICIA AND THE PREHISTORIC PETROGLYPHS* 


José Luis GALOVART CARRERA 
Fotografo: Profesor de Matematicas en el IES “A Guia” — Vigo 


Abstract: The author exposes several reasons why Mount Pindo should be considered as an important prehistoric sacred mountain 
and symbolic centre. The article stresses the outmost high significance of the circle with a central dot in the Galician petroglyphics 
and gives way to some innovative interpretations and approaches. A paragraph examines the construction of the labyrinth from its 
external lines. The author concludes with a comment on the possible influence range of the Pindo. 


Key words: Stone, centre, semicircle, projection 


Résumé : L’auteur souligne l’importance du Mont Pindo comme montagne sacrée et centre symbolique de premier ordre dans la 
Préhistoire. Ce point de vue est conséquent avec la relevance du cercle a point central dans les pétroglyphes galiciens et permet de 
quelques interprétations et approches inédites. Dans un des paragraphes l’auteur envisage la construction du labyrinthe a partir de 
ses lignes extérieures. Finalement on arrive a la question de la dimension du rayon d’influence du Pindo. 


Mots clés : Pierre, centre, semicercle, projection 


1.1. Facing Cape Finisterre, along the Atlantic coastal 
line, the name Pindo designates both a mountain and a 
small, very rough, granite mountain chain. Its 625 m 
summit, named A Moa, is crowned by a huge, single rock 
of over 50 m. It does not look like a tooth, as many high 
Alpine peaks do, but rather like a molar, a shape that 
could explain its name — “moa” meaning molar in 
Galician language. 


On its Northern slope, the Xallas stream originates a high 
cascade watering the tiny Ezaro bay. Its Southern slope 
towers the Northern end of Carnota beach. 


The inordinateness of El Pindo refers above all to its 
granite composition. Amidst the granite landscapes of 
Galicia and Northern Portugal, there are many other 
spots with a highly dense rocky configuration. However, 
none displays such a high number of huge rocks in 
fantastic shapes — many of them anthropomorphic 
shapes’. 


Amidst the anthropomorphic rocks of El Pindo, there are 
two outstanding ones by its shape, volume and situation. 
The first is the so-called “Colossus of el Pindo” (Fig. 9.1), 
reigning over the main access to the mountain from the 
top of a stone-clad slope. The second is “the Giant”, 
located on the Chan de Lourenzo, a rectangular, long 
plane at an altitude of some 500 m, just before arriving to 
the Moa’s highest point. 


The first news telling about the cult of Saint James 
(Santiago) in Galicia is relatively recent. The legend of 
his burial in Galician territory* stems during the Arab 


“ Translated by Javier Honorato. 

' See pictures of Mount Pindo in: “O Pindo: Pedra e mar” by Xavier Cea 
(El Correo Gallego, 1996); “Galicia insdélita” by Pedro Marfany. (Ibid.); 
“El Laberinto Atlantico” by P. Galovart (Ibid.). GEMA-BLOG (Nov.; 
Dic, 2006). 

? Manuel Murgufa (Ibid.); Ladislao Castro (Ibid.) p. 275-301; F. 
Marquez Villanueva. (2004). “Santiago: Trayectoria de un mito”. Ed. 
Bellaterra, Barcelona. p. 13-48. 
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invasion, but its strong and quick acceptance was also 
explained by the pre-existence of a very ancient solar cult 
in Finisterre’. 


During the equinoxes, the sun can be seen as one end of a 
horizontal vector that crosses Cape Finisterre and has in 
the Moa its origin (Fig. 9.2) — a symbolic representation 
of that fact is shown in a petroglyph found in El Pindo* 
(Fig. 9.3): Two spirals are drawn clinched to each other, 
thus designing a protuberance; a radial line starting from 
the centre of the right spiral points at the left one. The 


3 In the year 137 b.c. Decimus Junius Brutus pushes up until the Mito 
with his legions. There, close to where the river flows into the Atlantic 
Ocean, perhaps from the top of the Tecla Mountain, he witnesses the 
tremendous spectacle of the incandescent sun diving into the sea and 
falls into a mystic trance and into an acoustic delirium. Monte Facho, in 
Donon (Fig. 9.6), is a peak-like mountain topping a cliff at the rough end 
of the peninsula that separates the bay of Vigo from that of Pontevedra. 
Under its surface, dozens of altars of the castrexo-roman time were 
discovered recently, proving that that was the site of an important 
sanctuary. There are in the Galician Western Coast some other 
privileged mountains or view-points from where the sunset is equally 
magnificent. 

“ Discovered by J. Barreiro Barral in 1932, it was never found thereafter. 
Its drawing was published in 1970 (Ibid.). 
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Fig. 9.2. Mount Pindo and Cape Finisterre 


right spiral would represent E/ Pindo and the left one the 
sun. The radial line does not come even close to the centre 
of the second spiral, but only points at it; in a fire disk like 
the sun, the centre is irrelevant. 


An old, popular belief claims that the towers of the 
Santiago cathedral can be spotted from the Moa’s top. 
This is not the case, but there is, nevertheless, an 
equinoctial alignment of Cape Finisterre, the Moa and the 
city of Santiago. On a map, these three points are seen in 
the same axis from East to West (Fig. 9.6). This 
alignment could explain the founding of Santiago as a 
projection of El Pindo towards the grand North-South 
axis which is the current backbone of the more densely 
populated Galicia (Fig. 9.6). The location of El Pindo in 
an isolated and remote region could have originated the 
development of a populated area to which the referential 
centre confers a particular significance. 
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1.2. Mount Louro is located at the Southern end of the 
Carnota region. In its surroundings one can find an 
important ensemble of petroglyphics, “petroglifos de 
Muros” — the rock of Laxe das Rodas (Fig. 9.4) being the 
outstanding feature among them. Mount Louro draws the 
line between the open coast of Carnota and Muros bay 
and, further to the South, forms the little creek and hamlet 
of San Francisco, a sheltered place enjoying a milder 
climate. Any of the ancient cults performed in the Pindo 
must have been seasonal and in its vicinity flourished an 
important spot related to the significance of this mountain. 


In Laxe das Rodas, there is group of seven engravings. 
The most outstanding features are a double spiral (Fig. 
9.5) and a semi-spherical concavity — called locally 
“covina” or little cup-mark — of good size and remarkable 
perfection. Both shapes are “crowned” by a continuous 
line of 64 and 40 very small covifias respectively. 
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Fig. 9.3. The petroglyph from J. Barreiro Barral 
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Fig. 9.4. Mount Louro 


The double spiral suggests a bird’s-eye view of the spot 
occupied by Laxe das Rodas (Fig. 9.4). The larger spiral 
would represent Chan de Eiroa, the plane where this rock 
is found. The smaller spiral would refer to the extension 
delimited to the SW by the Louro lagoon, with ducks? 
and cane up to nowadays. The zone filled with dots 


° Carnota’s region is also unique due to this seabird’s particularity. Its 
beach has a large marsh and a lagoon. “Chan das Lamas’, a plane 200 
m. above sea level at the beginning of the path leading up to the Pindo, 
has dried up nowadays; however, old stream beds, witnesses of a marshy 
past, are still there. Its name is also a remembrance of the past — Jama 
meaning “mud” in Galician language. 

The prehistoric diadem belonging to the Bedoya Treasure is an 
extremely thin golden blade, 17.75 g heavy and 0.1 mm_ thick, 
measuring 360 mm. According to Blanco Freijeiro (Ibid.) “its decoration 
consists of long lines of flying ducks; of smaller groups of the same 
bird; isolated ducks; circles with a dot or with a protuberance in the 
centre; scattered dots and lines of tiny dots. Déchelette maintains the 
classic thesis that the original signification of ducks or swans, combined 
with wheels or circles is linked to a solar cult widespread in the 
prehistoric Europe.” 
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Fig. 9.5. Laxe das Rodas 
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Fig. 9.6. West Galicia 


between both spirals would refer to the San Francisco 
creek. 


1.3. A second equinoctial alignment is the one that links 
Mount Louro with Mount Medas, in Padron (Fig. 9.6). 


Mount Medas, 500 m high, is a conic, isolated mountain 
witnessing an important communications crossroad. Most 
of the Galician population concentrates along the Atlantic 
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coast. The natural communication linkage along the 
bottom of the bays (rias) is a North-South line stretching 
from Mount Medas to Barcelos through Tui. 


Experts have also frequently argued that the essential 
portion of the Galician petroglyphs is located in the area 
delimited by the bays of Vigo, Pontevedra, Arosa and 
Muros, the lower course of the Mifio river and a short 
extension of this territory to the East (Fig. 9.6). In 
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geographical terms, this would be represented by a North- 
South oriented rectangle with limits in Finisterre and the 
Mino, the Pindo and Mount Tecla. Mount Pindo and Mon- 
telouro would form its NW end; Mount Tecla its SW angle. 


The Eastern side is less clear. Parallel to the axis 
Barcelos-Tui-Mount Medas, it could be a vertical line 
drawn through the legendary Pico Sacro®, nearby 
Santiago. Or else, another one drawn slightly to the East, 
at the height of Orense. This area would include the Mifio 
valley. It would furthermore include Castro Laboreiro, in 
North-Eastern Portugal, a granite landscape of similar 
massiveness to that of Mount Pindo. 


There are places in Galicia where old worshiping places 
related to fantastic rocks have been converted into 
Christian temples or Christian sacred places; at the Pindo, 
though, one can find merely the remnants of a tiny hermit 
close to its top. However, near Castro Laboreiro there is 
Nossa Senhora da Peneda, an important sanctuary built 
under the huge rock after which it is named (“peneda” 
meaning rock in Portuguese). Over the rock pours a 
waterfall originating in a plane above, called Meadinha. 
From several spots, the visitors climb there following 
stone-clad paths winding up among fascinating rocks till 
they reach a small glacier lake. There, prior to Fatima, a 
shepherd girl happened to see the Holy Virgin. 


In the abrupt and granite Castro Laboreiro region there is 
a double equinoctial alignment with some spots in the 
Limia valley (Fig. 9.6). Castro itself lies in the same 
horizontal straight line as Santa Comba de Bande. The 
toponimic “Bande” is perhaps related to “Bandua’” — there 
is in this place a small preromanic church in which the 
remnants of Saint Torcuato had their last rest. This 
disciple of Peter and bishop of Guadix was the founder of 
christianism in Hispania and his remnants were relocated 
to Galicia at the time of the Arab invasion of the 
peninsula. 


Nossa Senora da Peneda is horizontally aligned with a 
place called Lobeira, where the important sanctuary of 
Nuestra Senora do Viso' is located. Lobeira is a rather 
rear toponimic usually associated to the name of Queen 
Lupa, who represents the indigenous world in the 
Jacobean legend. There is also a Lobeira island off the 
Pindo coast, next to a hamlet named Pedrullo, where the 
path leading to A Moa starts. 


1.4. There are over a thousand rocks with petroglyphics in 
Galicia, but spirals* are rather rare among them. Surpris- 


® Manuel Murguia (Ibid.); X. Groba, M. Vaqueiro (2004). “A Cova do 
Pico. En el interior de la compostelana montafia de cuarzo”. Concello de 
Boqueixon. 

7 Ladislao Castro (Ibid.); Xaquin Lorenzo (1983). “A Nosa Sefiora do 
Viso”. Patronato Otero Pedrayo, Trasalba (Ourense). 

8 “Spirals are a privileged theme in the rupestrian ensembles of Mount 
Tecla and sometimes have an impressive look — as is the case with the 
double spirals of Laxe das Rodas and, to lesser extent, with those of 
Mount Pindo. (...) Spiral drawings are scarce in numbers.” De la Pefia, 
J.M. Rey. “Petroglifos de Galicia” (Ibid. p. 36). 
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ingly, half a dozen are found on two rocks near the top of 
Mount Tecla’, located by the mound of the Mifio River 
that forms a fertile valley. The Mifio is “the largest’, “the 
father” of the Galician rivers, as it is frequently referred 
to. 


The baton as a pattern appears in the engravings on 
menhirs in the Alentejo Central and relates to 
sedentarianism and breeding. In the series of spirals found 
in the Tecla (Fig. 9.7), the external lines are prolonged in 
different ways and, in some cases, they suggest a baton 
and even a crook — a baton with its handle like a spiral. 


Fig. 9.7. Spirals in Mount Tecla 


Spirals were still an important pattern during the Galician- 
Roman period in the Tecla region. In its castro, built at 
the same site where the rupestrian engravings are, a series 
of spirals were also found, and some of them are 
prolonged — three in the shape of a snake, associated with 
soil and agriculture. 


2. Galician tribes under the rule of the Roman Empire 
would most probably not worship idols or built temples. 
They oriented their cult towards Nature and _ their 
sanctuaries were the top of some mountains or specific 
granite places. They were not polytheistic, but dedicated 
most probably their cult towards the One, to a single 
cause of cosmos and of life. Such thinking has its origin 
well before the petroglyfhics, but is definitely expressed 
by these in its circular variety. 


The dots and the little circles with a dot in the centre 
appear more or less frequently in almost all Galician 
prehistorical engravings, be it geometrical or figurative. 


° Fragments of a drawing by Vazquez Varela. “Los petroglifos gallegos” 
(Ibid.) p. 29. 
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Fig. 9.8. The “Moa” 


As a matter of fact, it has always drawn the attention of 
the experts, but it has merely been explained as a simple 
feature. We believe, however, that the sacred signification 
of these engravings expresses itself distinctly through this 
symbolism and that a complex circular shape is, above all, 
an exuberant an complex development of the symbolism 
of the centre and its unicity. 


Galician petroglyphs do not repeat their patterns, but they 
do refer or pay tribute to prior engravings. Mount Teton, 
South of Vigo, is a very important site containing the two 
largest engravings found to date in Europe. They consist 
of two patterns with over fifteen concentrical circles 
measuring 250 cm and 350 cm each. The smallest one is 
remarkable by the massiveness of its lines and its beauty. 
Nothing suggests its decomposition and nothing allows 
isolating any of its lines. 


However, in the largest one, called Monte Teton IV (Fig. 
9.9), a central geometrical pattern is identifiable, a 
“candeliere” setting where along a longitudinal axis, the 
engraver successively placed: the circle with the central 
dot, the semicircle, the circle, the symbolic representation 
of a labyrinth and, finally, a zone of geometrical chaos or 
abstraction (Fig. 9.10). 


In the Galician petroglyphs, the geometrical patterns are 
mainly concentric circles with a radial line — some of 
them strictly geometrical, other rather like a conventional 
design. Very frequently, the former allow a decompo- 
sition, and the radial axis is to be seen as a line where, 
after the circle with a dot, other geometrical shapes are fit. 
Very often, these compositions have a female look: a 
head, a body being the radial axis, and one or several 
couple of arms lifted and joined above the head. 


The arrival of the labyrinth originates a low number of 
engravings with this form. Later on a way of referring to 
them will be found without being necessary to draw its 
complicate design. Thus, it will be represented in a 
symbolic way in a frame of a degraded geometry. The 
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Fig. 9.9 and 9.10. The circular shape from 
Monte Teton and its decomposition 


labyrinth has three main characteristics: its four simple 
volutes on top of its double volute; its asymmetry; and the 
fact of not being a strictly circular form, as perpendicular 
lines have to appear in it at least on one occasion. In its 
more elaborated design a cross appears in the centre; in all 
other cases it contains, at least, the horizontal line and half 
of its vertical axis. 


To conclude this article we wish to focus on the labyrinth 
and its possible invention departing from a seven-circle 
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structure in which, instead of a radial axis, we find a 
corridor. If we provoke a corridor in a labyrinth, two 
double trajectories appear in its external lines, of which 
one ends in a volute and the other ends perpendicularly to 
the line delimiting the central corridor (Fig. 9.11). In the 
symbolic representation of Mount Tetoén IV, these 
characteristic elements do not appear on top of each other, 
but confronted. 


Fig. 9.11. Study of the labyrinth 


In some large compositions their narrative reasoning 
includes a temporal sequence in four or five parts, 
evolving from left to right. In “Pedra da Boullosa’, in 
Campo Lameiro, it has a large snake spitting dots in its 
end and these dots shape a form. Dots may create shapes 
and so can scribbling, stains or reticules. In a location 
between Vigo Bay and the Mijfio River, in Gargamala and 
Arbo, an area with Mount Teton as geographic centre, we 
find an important set of engravings consisting of 
scribbling, stains, reticules and irregular strokes. These 
engravings are often figurative. The “chaotic” zone that 
shows up after the symbolic representation of the 
labyrinth in Mount Tetén IV suggests perhaps a face. 


In the case of the Galician petroglyphics, starting from the 
circle with central dot the artist deploys with great 
freedom and artistic daring a language that is initially 
strictly geometric but evolves later on. The radial axis 
may become a snake or end up being anthropomorphic; 
circular shapes grow and become related, develop into 
large compositions, become increasingly complex and 
often give way to figurative compositions. At a later stage 
a similar process takes place; however, it does not 
establish its origin in the circle with a central dot, but in 
the reticulated rectangle. It has not its origin in the precise 
dot being the “centre of the world”, but in a region 
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delimitated by the coastal line and by four very unique 
mountains: Pindo, Mount Louro, Mount Medas and 
Tecla. 


Let me finally mention that in the decomposition “in 
candeliere” found in Mount Tetdn IV a semicircle appears 
between the circle with central dot and the circle. Carnota 
is a mountainous semicircle containing beach, marsh, 
lagoon and a narrow, populated strip — a morainic cirque 
with a 6 km long diameter, with Mount Pindo on its 
Northern end. 


4.1. Five prehistoric labyrinths were found in Galicia: two 
in Mogor, one in Armenteira and further two in O Rosal- 
Oia; they could be the oldest found to date in Europe. It 
could be added that Galician labyrinths are displayed in 
the context of a circular discourse inclusive of large and 
complex shapes, “labyrinth-like’ or “imperfect 
labyrinths” in some cases. In our opinion, the labyrinth 
was born by coincidence, albeit within the context of a 
previous, comprehensive work focused on_ trying 
trajectories or paths inside a circular shape of relevant 
size and complexity. Such an activity could have been 
carried out in several places and even in a simpler way in 
terms of materials and challenge. It is not to be excluded 
that the labyrinth appeared in Galicia simultaneously in 
several places. In any case, it belongs to a symbolic, pre- 
existent language. 


A radial line is a characteristic of the circular petro- 
glyphics in Galicia: it originates in its centre and projects 
itself outwards in different ways. A group of four 
exceptional engravings can be found in the rock “Cova da 
Bruxa’’, near “Laxe das Rodas’’. Here, instead of a line, a 
corridor cuts the circular, parallel lines. 


The same exceptional pattern appears in an engraving in 
“Godelleira’, in Mogor (Figs. 9.12.1 and 9.12.2) — not in 
the same rock but in the vicinity of the most represent- 
tative and probably oldest of the Galician labyrinths. 
There are two different copies of this engraving’, the 
basic structure of which is composed of seven parallel 
circles. Although different, both copies have in common 
its asymmetry: an eight” circular line starts only at one of 
the sides. If we count only the external lines in the 
Godelleira engraving, we find five circular lines as 
opposed to four. 


Among the pieces belonging to the prehistoric Bendoya 
Treasure, we find a similar pattern in a pair of golden 
earrings, sometimes called “labyrinth earrings’. They 
have, in fact, a circular shape cut by two parallel lines; 
one of the pieces has five circular lines, the other one only 
four (Fig. 9.13). I our opinion, they refer to the external 
lines of a labyrinth with a corridor. They suggest the 


'° The first copy by Garcia Alén and Antonio de la Pefia in “Los 
petroglifos de la provincia de Pontevedra’, 1980 (Ibid.). The second is a 
print by Antonio de la Pefia and J.M. Rey in “Petroglifos de Galicia” 
1999, p. 221 (Ibid.). 
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Fig. 9.12. The petroglyph from Godalleira 


Fig. 9.13. Ornaments from Bendoya’s Treasure 


labyrinth and through them we can construct one without 
much difficulty. 


It is very probable that in order to create any large and 
complex circular form the artist had to draw first its 
circular lines. At a second stage, enclosures and endings 
corresponding to each case would be made. We can 
assume that someone whose intention was to perform a 
circular form with a central corridor and the above 
mentioned asymmetry, once achieved the external lines, 
after considering the two confronted volutes as in Fig. 
9.14.1, could have also consider a double volute as in Fig. 
9.14.2. 
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Once he grasped the options he had in front of him, he 
avoided the less attractive previous model of parallel 
paths and turned the shape into a spiral, as indicated in 
Fig. 9.14.3. Then, he prolonged the small external bow 
and linked it with the line next to it. Finally, he merely 
had to make the closure as indicated in Fig 9.14.4 to 
obtain a single two-way path going from the interior to 
the exterior in its three first trajectories and returning 
thereafter to the interior thanks to the double volute. It is 
in this moment when the essential of the labyrinth is 
discovered: departing from what could be named a “four- 
distance labyrinth’, through successive tries, the classic 
or seven-distance labyrinth will be obtained. It is only 
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Fig. 9.14. Construction of the labyrinth 


necessary to make the closures as indicated in Figs. 9.15.1 
and 9.15.2 and to introduce a longitudinal axis reaching 
the central dot in the corridor — a common feature in 
Galician petroglyphs. 


That this is what actually happened could be confirmed 
by the labyrinth in Mogor (Fig. 9.16), which is not a 
strict seven-distance labyrinth. It is not a continuous 
line in its central part, where there is no two-way path. 
There seems to be an essay of making two additional 
simple volutes in the centre, but only the first, a trivial 
one, is completed. The second is more complicated and 
it may not have been obtained immediately. This could 
be the reason why there are two labyrinths in Mogor — 
only the second, much smaller, is a completed 
labyrinth. 
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Gargalleira could have been where the labyrinth was dis- 
covered. The news would have made a serious impression 
and the engraving’s original project is thereupon 
modified. A longitudinal axis as the one we made would 
be enough, but the artist who made the engraving, on top 
of explaining the discovery, wants to associate it to the 
fundamental symbol of the Galician petroglyphics — the 
little circle with a central dot. Therefore he draws an 
anthropomorphic longitudinal axis (Figs. 9.12.1 and 
9.12.2) that tells us to fit in the bottom of the corridor the 
circle with a central dot that this anthropomorphic figure 
holds in his hand. As we do this, the segment departing 
from it will form the longitudinal axis. 


4.2. Some pictorialist and symbolic representations that 
appear in many places would come after the invention of 


SYMBOLISM IN ROCK ART 


Fig. 9.15. Construction of the labyrinth 


the labyrinth. Among them, four representative composi- 
teons in Campo Lameiro: “As Lagoas I’ (Fig. 9.17.1), “As 
Lagoas IT’ (Fig. 9.17.2), “Pedra da Boullosa’ (Fig. 
9.17.3) and “Rotea do Mendo” (Fig. 9.17.4); and “Lombo 
da Costa’ in Cotobade (Fig. 9.17.5). 


These are designs that do not belong to the “rocks of the 
labyrinth’, but to large compositions containing also 
circular and figurative patterns. They are symbolic 
representations within a degraded and pictorial geometry. 
To avoid doubts about his identity, the author includes 
some of his characteristic elements — his volute or his 
volute confronted to the perpendicular, as in the 
representation in Mount Teton IV. 


In the group II of Chan da Lagoa, in Campo Lameiro, the 
external line of a representation of the labyrinth touches 
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Fig. 9.16. The labyrinth from Mogor 


the foot of an animal and if we turn the design 180° we 
are able to see a deer that touches and trespasses with its 
horns the circular lines. Another association of a labyrinth 
with an animal is shown in one of the motives of “Rotea 
do Mendo” (Fig. 9.17.4). A rider on his horse is related 
with a vertical representation of the labyrinth and the 
motive reminds the celebrated representation of 
Tagliatella; however, in “Rotea do Mendo”,, the line that 
relates them is not established by the animal’s tail, but by 
one of the rider’s arm and there is not contact. There is a 
precedent of these representations in Galicia in the 
association of a deer, by its rear quarters, with a circle 
with a central dot or other circular forms. 


5. Mircea Eliade writes in his “A History of Religions” 
about sacred stones — Delphos’ onfalos, the stone on 
which Jacob falls asleep, Mecca’s Kaab, Mount Sinai, etc. 
Places where a communication between heaven and earth 
was established were considered “centres of the world”. 
The symbolic centre of the Pindo is its summit, the Moa, 
a massive granite stone where erosion provoked a large 
number of concavities of unusual and fantastic size (Fig. 
9.8). 


A concavity in the granite is undoubtedly an elementary 
shape and a symbol. There are concavities or little cup- 
marks, covifias, in many places. But in Galicia this 
primary symbol may refer to the natural concavities in the 
Moa. 


Megalithism presumes some astronomy knowledge. It is 
this new science what gives a new relevancy to Mount 
Pindo. The Creator, on top of shaping its figurative rocks, 
put it on equinoctial alignment with Cape Finisterre. The 
mountain participates of the cosmic order that the new 
astronomy discovered. 
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Fig. 9.17. The labyrinth. Symbolic representations 


Megalithism also shows that engravings are possible on 
granite. British large cup-marks may be the first 
engravings in Western Europe, older than menhir and 
dolmen. They could be related to the concavities on 
Pindo’s Moa, as among the more recent rupestrian British 
engravings there is a good collection of circular typology 
that experts considers of possible Galician influence. 


May I finally point out that the geometric decoration of 
the megalithic monuments in Bretagne and other places 
consists basically of a series of concentric semicircles. 
Carnota is a morainic cirque with a 6 km long diameter. 
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